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V— THE RELATIONS OF SAMLET TO CON- 
TEMPORARY REVENGE PLAYS. 1 

The revenge tragedy, a distinct species of the tragedy of 
blood, may be defined as a tragedy whose leading motive is 
revenge and whose main action deals with the progress 
of this revenge, leading to the death of the murderers and 
often the death of the avenger himself. 

This type, as thus defined, probably first appeared on the 
Elizabethan stage in the Spanish Tragedy and the original 
Samlet, 2 Of these two plays the old Hamlet is not extant 

1 The reader may be referred to my investigation of a similar influence on 
Shakspere : The Influence of Beaumont and Fletcher on Shakspere. Worcester, 
O. B. Wood, 1901. Some of the discussions there may seem to lend support 
to the conclusions of this article. 

* The MS. of this article was sent to the printer before it was possible to 
obtain Professor Boas's edition of Kyd in this country. It has consequently 
been found impossible to give references to his texts and introduction or to 
profit — except in a few particulars — from his important discussions of the 
First Part of Jeronimo, the Spanish Tragedy, and the Ur Samlet. A knowl- 
edge of these discussions would have added to the thoroughness of my 
investigation but would have not aflected its main argument. Some of the 
points at which I dissent from his conclusions are considered in a review 
of Professor Boas's book about to be published in the Modern Language 
Notes. 
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and can only be reconstructed conjecturally ; the Spanish 
Tragedy represents, therefore, the origin of the type. Just 
what the ultimate sources of the type may have been, is not 
a question which enters our discussion. In the Spanish 
Tragedy the influence of Seneca is marked as in much early 
English tragedy, 1 and there may be some indebtedness to 
contemporary French and Italian drama of the Senecan sort. 2 
We are not, however, to examine the Spanish Tragedy in 
connection with the influence of Seneca but in connection 
with a long succession of Elizabethan revenge plays ; and for 
such an investigation it serves well enough as a starting 
point. Thomas Kyd was the author of this play and proba- 
bly, as Dr. Sarrazin 3 has shown, of the old Hamlet. He 
may safely be taken as the introducer of the revenge tragedy 
upon the English stage, and his work may be considered one 
of the many dramatic innovations of the Elizabethan period. 

The revenge motive appears, to be sure, in other old plays ; 
in Titus Andronicus, for instance, and Alphonsus of Germany,* 
where revenge for a father plays an important part in the 
plot. The Spanish Tragedy and the old Hamlet, however, 
were both very popular for years after their first production 
and undoubtedly influenced later dramatic work more than 
all other early revenge plays. This long continued popu- 
larity, in addition to the fact that these two plays are the 
most distinct examples of the type, further justifies us in 
regarding them as the main sources of all later developments. 

From 1599 to 1604 there occurred, as we shall later see, 

1 Cf. J. W. Cunliffe, The Influence of Seneca on the Elizabethan Drama, 
London, 1893. K. Fischer, Zur Kumtentwicklung der englischen Tragbdie, 
Strassburg, 1893. 

2 Cf. Nash's Epistle to Greene's Menaphon : the allusion to Italian sources. 
Kyd translated Garnier's Cornelia. Note also Hieronimo's acquaintance 
with French and Italian tragedies. S. T., Act V. Hazlitt's Dodsley, vol. 
5, p. 152. 

*G. Sarrazin, Thomas Kyd und sein Kreis, Berlin, 1892. 
4 Fleay is almost certainly right in ascribing this play to about 1590 and 
to some other author than Chapman. 
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a revival and development of this type which is of im- 
portance in any study of Hamlet from a historical point of 
view. Mr. Fleay has already shown proof that " revenge 
for a father " plays were popular on the stage during these 
years and that Marston, Chettle, Tourneur, and Jonson, as 
well as Shakspere, were engaged in supplying the stage 
demand. 1 It will be necessary, however, for us to reexamine 
his evidence and gather what new evidence we may. 

It was during these years that Shakspere brought Hamlet 
to its final form. There is little doubt that he worked on 
the basis of the old Hamlet. How much he was indebted to 
it and how much the final play was affected by it, have been 
pointed out most effectively, perhaps, in the essays of Dr. 
Sarrazin 3 and Mr. Corbin. 3 There is also a probability that 
the first quarto of Hamlet represents an incomplete revision 
by Shakspere and is intermediate between the original play 
and the final Hamlet, represented by the second quarto. 

In investigating the relations of Shakspere's Hamlet to the 
demands of the stage and to contemporary plays of this 
revenge type, we are not to look upon Shakspere as an 
imitator, but as an Elizabethan play-wright, using an old 
play for the basis of his work, writing in response to current 
demands, accepting much that was already familiar on the 
stage, and vitalizing all, and permeating all with his own 
individuality. We need not obscure in the least our appre- 
ciation of his work or our admiration of his powers, but we 
must also look upon him as likely to work in much the same 
way and to be influenced by the same conditions as his fellow 
Elizabethan dramatists. We must keep to this point of view, 
then the course of our investigation is clear. (1). The dates 
of the plays and the stage history of the period must be 
examined in order to show that revenge tragedies were popu- 

1 Chr. [Ohronick of the English Drama], II, 75, 264. 
* Thomas Kyd und sein Kreis. 

*J. Corbin, The Elizabethan Hamlet, London, 1894. Cf. also Harvard 
Studies and Notes, vol. v. 
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lar and common at the time when Shakspere's Hamlet was 
first presented. (2). The extant revenge plays of the period 
must be examined, in order to determine their leading charac- 
teristics and how far they constituted a distinct type of drama. 
(3). Hamlet must be examined to determine to what extent 
and in what ways it was influenced by this contemporary type. 

I. Chronology op the Revenge Tragedies. 

Our examination of the dates of the revenge plays and 
some facts of stage history concerning them has three objects : 
(1) to determine approximately the dates of the early revenge 
plays, the exact dates being unimportant for our purpose ; (2) 
to show evidence that between 1599 and 1604 tragedies deal- 
ing with ghosts and revenge were especially popular in the 
London theatres ; (3) to determine as exactly as possible the 
dates of the extant revenge plays produced in this period — 
exactness here being important in enabling us to decide what 
revenge tragedies probably preceded Shakspere's Hamlet. I 
shall follow a chronological arrangement. 

The First Part of Jeronimo with the Wars of Portugal 
and the life and death of Don Andrea, quarto 1605 ;* The 
Spanish Tragedy, second part, quarto 1592; 2 and Hamlet, 

1 See Thomas Kyd und sein Kreis. Fleay thinks Jeronymo was acted soon 
after Three Ladies of London, because the line at the end alludes to Gerontus 
in that play (acted 1583). The line — 

" So good night kind gentles, 
I hope there's never a Jew among you " — 

is, of course, the usual quibble between gentle and gentile, and has no 
allusion to Gerontus. Dr. K. Fischer and Professor Schick have presented 
evidence that Jeronymo was not written by Kyd, but this evidence seems 
insufficient in view of the close connection between the play and the 
Spanish Tragedy. 

"Kyd is mentioned as the author in Heywood's Apology for Actors. For 
date, cf. Fleay, Sarrazin, Schick, and Dekker-Studien by W. Bang, in Englische 
Studien, 28. 2. Probably the play was acted as early as 1587. 
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non-extant, were all probably acted within two or three years 
before 1589. 1 

Popularity of Tragedies with ghosts and revenge, after 1597. 
— An important evidence of this popularity is found in the 
induction to A Warning to Fair Women (S. R. 1599, 2 and 
described on title page as lately acted). Tragedy, History, 
and Comedy are personified and appear as rivals. In the 
course of their discussion, Comedy describes Tragedy : 

" How some damn'd tyrant to obtain a crown 
Stabs, hangs, impoisons, smothers, cutteth throats 
And then a chorus, too, comes howling in 
And tells us of the worrying of a cat : 
Then, too, a filthy whining ghost, 
Lapt in some foul sheet or a leather pilch 
Comes screaming like a pig half stick'd 
And cries, Vindicta ! — Revenge, Revenge ! 
With that a little rosin flasheth forth 
Like smoke out of a tobacco pipe, or a boy's squib : 
Then comes in two or three [more] like to drovers 
With tailors' bodkins stabbing one another." 

Some particular play or plays 3 may be here alluded to, but 
the passage also indicates that the typical tragedy of the day 
was not only full of murders and broils, but was also a 
revenge play with a ghost. A further evidence that ghost 
plays were on the stage in these years is found in Ben Jonson's 
the Case is Altered. •* "But first I'll play the ghost, I'll call 

1 Hamlet must date before August 23, 1589, when Greene's Menaphon was 
entered S. R. Nash's prefatory epistle contains a reference to "whole 
Hamlets." 

8 First quarto 1599. Acted by Chamberlain's men and sometimes ascribed 
to Shakspere. The play is a ' domestic tragedy,' a type which at this time 
seems to have been as popular as the revenge type. 

* Possibly the Spanish Tragedy, but the description of the ghost doesn't 
quite fit. Probably the passage would fit the old Hamlet equally well, and 
it seems to me to have a general rather than a specific reference. Fleay, 
Chr., II, 321, points out that "Vindicta," also ridiculed in the Poetaster, 
occurs in Wily Beguiled, Alcazar, and the old Bichard III. 

* Acted before i599 ; see Fleay, Chr., I, 357. 
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him out." The original Hamlet was also on the stage 1597— 
1601 as is indicated by the allusion in Dekker's Satiromastix 1 — 
" My name's Hamlet's revenge." The Spanish Tragedy was 
also popular. In Henslow's diary we have no record of its 
performance from January 22, 1593, to January, 1597, when 
it was revived and acted twelve times before the end of July. 
Doubtless some other plays of an early date with ghosts and 
revenge were also revived, and some non-extant plays may 
have been of this sort. 

Antonio and Mellida, first part, and Antonio's Revenge, 
second part of Antonio and Mellida, first quartos, 1 602, " as 
acted by Pauls Boys;" by John Marston. The "Anno 
Domini, 1599," and "Aetatis suae 24," 2 (Marston was proba- 
bly born in 1575) fix the date of the first performance of the 
first part in 1599. The prologue of the second part indicates 
that it was acted in the winter, probably, then, the winter 
of 1599-1600. 3 

A Revival of Ghost and Revenge Plays, 1599-1600. — In the 
Induction to Cynthia's Revels (S. R., May 23, 1601 ; acted in 
1600 by the Chapel Children), the following passage occurs : 
"Another whom it hath pleased nature to furnish with more 
beard than brain .... swears that the old Hieronymo as it 
was first acted was the only best and judiciously penn'd play 
of Europe." 4 Another passage reads : " They say the ghosts 
of some three or four plays departed a dozen years since have 
been seen walking on your stage here; take heed, boy, if 

1 First quarto, 1602 ; acted 1601. 

* First part, Works, ed. A. H. Bullen, v. I, p. 201. 

3 Fleay dates both plays 1600, because he assigns the reinstatement of 
the Paul's boys to that year. There is, however, no reason for dating this 
in 1600, rather than 1599. Cf. the Stage Quarrel between Ben Jonson and the 
So-called. Poetasters. K. A. Small, 1899. 

4 Fleay takes this to refer to a revision of Jeronymo, the first part. The 
1605 4to probably represents the play as it was acted by the Children 
of the Chapel. The phrase, ' as it was first acted,' suggests a revision, but 
the other passage quoted above makes it seem probable that the Spanish 
Tragedy itself was referred to. 
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your house be haunted by such hobgoblins 'twill fright away 
all your spectators quickly." The two passages indicate that 
the Spanish Tragedy or Jeronymo or both, and perhaps other 
ghost plays were revived by the children about 1599. There 
is also a line in Satiromastix 1 — "For trusty Damboys now 
the deed is done" — which Mr. Fleay 2 takes to indicate the 
existence of a play on Bussy D'Ambois before 1601. This 
was doubtless a revenge play like the second part of Chap- 
man's Bussy D'Ambois; indeed there is no very definite 
evidence against the early date for that play. In want of 
more positive evidence, however, it is safer to assume that 
Chapman's play did not appear until after Shakspere's Hamlet. 
Julius Caesar, usually dated 1600-1, ought also to be men- 
tioned; for, whether or not it is a condensed rendering of 
two plays on the death and the revenge of Caesar as Fleay 
conjectures, 3 it at least contains a ghost and a revenge element. 

Hamlet, revived by the Chamberlain's men, 1601-2. — The 
Revenge of Hamlet was entered S. R. July 26, 1602 ; the 
Tragieall Historie, " by William Shakespeare," was published 
1603. This quarto is generally thought to have been a 
pirated edition. Authorities will be given later for adopting 
the hypothesis that this represents Shakspere's partial revision 
of the early Hamlet; we shall here consider the date of the 
stage performance, represented in a mangled fashion by the 
first quarto. 

The title page states that the play had been divers times 
acted in the city of London and " in the two Universities of 
Cambridge and Oxford, and elsewhere." Resting on this 
statement of a pirating book-seller, Mr. Fleay has fixed the 
date as 1601. 4 His conclusion rests further on the hypothesis 
that Hamlet's question — " How comes it that they travel?" 5 — 
indicates that for the company to travel was unusual, and 

1 First quarto, 1602; acted 1601. See Chr., I, 128. 3 Chr., I, 59. 

3 Ufe of Sh., p. 215 seq. 

'Life ofSh., p. 143, p. 227. H. S., p. 136 ff. Chr., 185 ff. 

5 Qi, 971. Cf. Hamlet, III, 2, 324. 
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still further on the hypothesis that 1601 is the only date 
■when they are known to have travelled. Nevertheless he 
thinks Polonius' remark about playing Julius Caesar at the 
university * indicates that the actor who played Polonius' part 
had also previously played the part of Caesar in Shakspere's 
play. One would think, then, that Shakspere's company 
must have travelled as far as the university before 1601. 
Without, however, taking advantage of the dilemma, one 
may safely assert that travelling as far as Oxford or Cam- 
bridge was by no means so uncommon as to give much aid 
in fixing the date of the play. 

Fleay's reasons for fixing on 1601 as the date of travelling 
may still warrant a further examination. In the first place, 
he thinks that the Lord Chamberlain's company was then in 
disgrace at court because of their presentation of Richard II 
in connection with the Essex rebellion, and was therefore 
travelling. The accounts of the trials of Essex and his 
companions 2 show that Richard II with his deposition and 
death was acted at their request ; but there is no evidence that 
the theater people were blamed or disgraced. 3 On the con- 
trary, there is definite evidence that they were not ; for on 
February 24, 1601, over two weeks after the performance 
and rebellion and on the eve of Essex's execution, the 
Chamberlain's men played at court before the queen. 4 In 
the second place, Fleay 6 considers the fact that Laurence 
Fletcher was in Scotland in October, 1601, with a company 
of players, sure evidence that Shakspere and the Chamber- 
lain's men were there too. There is no evidence of any 
connection between Fletcher and Shakspere's company until 
the patent of 1603, when Fletcher's name appears at the head 
of the list of King's men. In 1596, there was a Fletcher 

JQ,, 1247 ft 

'See Stale Trials, 17 Feb., 1601, and March. See also Nichols, m, 552. 

s See Stale Trials, vol. 1, p. 10, March 5, 1601. 

*H.-P. Outlines, I, 176; H. of S., p. 122. 

tH.ofS., p. 136. 
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who had dealings with Henslow, 1 and nothing more is known 
of any Fletcher connected with the theaters until the Aber- 
deen affair. Fletcher there appears as manager, but in 1601 
Hemings appears as manager of the Chamberlain's men in 
the court payments. Moreover, there are also references to 
actors in Scotland in 1599; and these might as reasonably 
be connected with the King's men of 1603. 

There is nothing but conjecture, then, to show that the 
Chamberlain's men travelled in 1601, and nothing but con- 
jecture to fix the date of any Hamlet by Shakspere in 
that year. 

Apart from this theory of Mr. Fleay's, there are, however, 
some reasons which show that 1601 cannot be very far out 
of the way. Hamlet is not mentioned in Meres' list; and 
therefore Shakspere's earliest version must date later than 
1598. Moreover, if the play had been long on the stage, the 
printer would have been able to secure a better copy than he 
evidently used. The errors and mangled condition tend to 
show that he went to press with the first copy attainable of a 
new version of a popular play. Finally, the entry in the 
Stationer's Register says, "as it was lately acted." These 
considerations lead the Cambridge editors to conclude : "At 
some time, therefore, between 1598 and 1602 Hamlet, as 
retouched by Shakespeare, was put upon the stage. We are 
inclined to think that it was acted not very long before the 
date of Roberts' entry in the Stationer's Register, namely, 
26 July, 1602." 2 Probably, indeed, as is now somewhat 
generally agreed, it was not put on the stage earlier than 1601. 

The Spanish Tragedy, with additions; revived by Henslow, 
1601-2. Quarto, 1602. — Two entries in Henslow's diary, 
25 Sept., 1601, and June 24, 1602, state that he paid Ben 
Jonson first for additions and again for new additions to the 
Spanish Tragedy. The total payments for both additions and 
a play called Richard Croolcbach were twelve pounds ; and as 

'See Diary; Collier's ed., p. 78. 

1 Hamlet. Clarendon Press Series. Introduction. 
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Henslow's limit for a play was about eight pounds, Jonson 
must have received four pounds for the additions. He was 
evidently paid in full; and the two entries for "adicions" 
and four months later for new "adicyons" seem to indicate 
that he did two separate pieces of work. The title of the 
1602 4to mentions "additions of the painter's part and 
others," and must surely represent Jonson's additions. In 
1601, then, Jonson was writing on the Spanish Tragedy, and 
some of his work may have been on the stage ; by the end 
of June, 1602, he had finished his additions; the revised 
play must have been seen on the stage at that time and was 
printed before the year was over. It will be noticed that 
Henslowe's revival of the Spanish Tragedy with Jonson's 
additions was probably almost contemporaneous with the 
revival by the Chamberlain's men of Hamlet, revised by 
Shakspere. 

Possible Revenge Plays. — The evidence already examined 
is sufficient to show that revenge and ghost plays were popu- 
lar and common on the stage between 1598 and 1603, and 
further suggests that some of the non-extant plays were of 
this type. Among the plays known only by name from 
Henslow's diary, there are at least three whose titles to some 
extent warrant the guess that they were revenge plays. 
There is no other evidence either way, and the guess is only 
a guess. 

Orphan's Tragedy, 27 Nov., 1599, and 24 Sept., 1601. 
This looks a little like a ' revenge for a father ' play ; but it 
may just as likely have been a domestic tragedy. 

Italian Tragedy, 10 Jan., 1599. In Henslow's diary the 

play is called " etalyan tragedy of ," with a blank space 

left for the name. On March 7 and 12, 1603, Mr. Smythe 
received £6 in full payment for an Italian Tragedy. This 
may have been the completion of Day's play of four years 
back, or it may have been a new play. 

Roderick, acted Oct. 29, 1600. Fleay says "probably a 
play on the death of Hoffman's father ; possibly the founda- 
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tion of Chettle's Danish Tragedy (7 July, 1602) ; but this 
may have been only another name for Hoffman." * Hoffman 
rather needs an introductory play like the first parts of the 
Spanish Tragedy and Antonio's Revenge. 

Hoffman, or A Revenge for a Father. — First quarto, 1631. 
The quarto announces that the play had been "acted with 
great applause at the Phoenix," so it was popular as late as 
1631. In Henslow's Diary, December 29, 1602, there is an 
entry of a payment made " Harey Chettle," " for a tragedy 
Haughman." This is in all probability the above Hoffman. 
There is an earlier entry, July 7, 1602, of another payment 
to Chettle in earnest of a tragedy called "a Danyshe tragedy," 
which is very likely the same as "Haughman." At about 
this time there are various entries of payments to Chettle for 
plays he was writing for Henslow; and there are several 
payments for a nameless tragedy (August 24, September 7, 8, 
and 9, 1602) 2 and one payment (January 14, 1603) for a 
tragedy he was writing with Heywood. Fleay thinks all 
these entries refer to the same tragedy and identifies it with 
Hoffman, assigning Heywood two scenes (III, 2 ; IV, 3) ; 
but all this is pure conjecture. We may best keep to the 
comparatively certain date, December, 1602. 

The Atheist's Tragedy. — First quarto, 1611, "as it hath 
often been acted in divers places." Fleay conjectures that it 
was acted during the plague of 1603 when the players 
travelled. "The great man who went to the war" in I, 2, 
was, he says, "I suppose Sir Francis Vere who had resigned 
his government of Ostend March, 1602." "From a passage 
in II, 1, it appears to have been written before the siege of 
Ostend (1601-August, 1604) had ended." 

This passage seems to me conclusive in showing that the 
play was written during the siege of Ostend and still further 

1 Chr., II, 302. Fleay has various conjectures in regard to the other two 
plays, but they are, of course, avowedly conjectural. 

'The names in Collier for September 7, and 9. "Robin hoodfellowe, and 
Bobin Goodfellow " are forgeries. See Warner's Catalogue of Dulwich MSS. 
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in fixing the date definitely. The disguised Borachio is thus 
introduced : — " My lord, here's one i' the habit of a soldier, 
says he is newly returned from Ostend, and has some busi- 
ness of import to speak." He then goes on in a speech of 
thirty-one lines to describe the opening of the sluices during 
the Spanish assault which occurred January 7, 1602. English 
interest was strongly centered on Ostend, and so detailed a 
description of an important event was probably written 
shortly after it took place. 

The great man, who went to the war under foreboding 
skies which presaged an ill success that killed his happiness, 
could hardly have been Sir Francis Vere who retired from 
the siege with honor and who, so far as I can ascertain, was 
not in England immediately before the war. He had been 
many years in the service of the Netherlands. So many 
Englishmen of noble birth went to Ostend at the beginning 
of the siege, 1 I have not found it possible to identify the 
great man referred to. The reference, however, must have 
been almost contemporaneous with the event. 

These allusions to Ostend enable us to fix the date as not 
earlier than 1602, and hardly later than 1603. 

Hamlet. — Shakspere's final version; second quarto, 1604. 
For all purposes this play of the second quarto is the final 
Hamlet. On our hypothesis that the first quarto represents 
a play which was Shakspere's partial revision of the early 
Hamlet, his final version must have followed the entry of the 
first quarto for publication in 1602, and probably followed 
its publication in 1603. The date for the production of the 
final Hamlet on the stage is not earlier than 1602 or later 
than 1604, probably 1603. 

Revenge Plays after "Hamlet." — The type did not end with 
Hamlet, nor did it go out of fashion for some years after 
1601. Chapman's Bussy D'Ambois (acted perhaps 1 604-5) 2 

1 See Motley's United Netherlands, iv, 67 ; and Camden's Annales Elaa- 
bethae, p. 1019, where a list of twenty-four is given. 
» First 4to, 1607. For date, see Chr., I, 59. 
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and Revenge of Bussy D'Ambois (acted perhaps 1606), 1 and 
Tourneur's Revenger's Iragedy (acted before 1607) are ex- 
amples of the type. There are traces of it, indeed, throughout 
the later period of the Elizabethan drama. 2 

The results of our investigation may be recapitulated. 

I. We have found that the Spanish Tragedy and the early 
Hamlet date before 1590. 

II. We have found sufficient evidence to warrant us in 
concluding that revenge tragedies were especially popular 
1597-1604. A summary of the evidence will indicate the 
grounds of this conclusion. 

1. Popularity of plays dealing with ghosts and revenge, 
shown by A Warning to Fair Women, 1599. 2. Popularity 
of the Spanish Tragedy in 1597. 3. Antonio and Mellida. 
Parti. 1599. 4. Antonio's Revenge, 1599. 5. The Spanish 
Tragedy or Jeronymo, revived by the Chapel Children, about 
1600. 6. Ghost plays, revived by the Chapel Children, 
about 1599. 7. A Bussy D'Ambois play, about 1600. 8. 
Julius Caesar, containing a revenge element and a ghost, 
1600-1601. 9. Three lost plays, possibly revenge plays, 
written for Henslow, 1599-1601. 10. The early Hamlet, 
altered by Shakspere for the Chamberlain's men, 1601-2. 
11. The Spanish Tragedy, altered by Ben Jonson for Henslow, 
1601-2. 12. Hoffman, 1602. 13. The Atheist's Tragedy, 
1602-3. 14. The final Hamlet, 1603. 

It will be seen that revenge plays were produced by 
Henslow's companies, by the Chamberlain's men, by the 
Chapel Children, and by the Pauls' boys. It may also be 
fairly concluded that the Spanish Tragedy and the old Hamlet 
were important factors in creating and in supplying this 
fashion for plays dealing with revenge and ghosts. 

III. The dates of the extant plays have been determined 

1 First 4to, 1607. See Chr., I, 62. 

* Cf. ghosts in Lover's Progress, Prophetess, Humourous Lieutenant, and the 
story of ghost and revenge in Fletcher's Triumph of Death in Four Plays 
in One. 
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•with some exactness. The first version of Shakspere's Hamlet 
is dated 1601-2, the final version 1603. The Spanish Tragedy 
and the original Hamlet preceded Shakspere's contribution to 
the revenge type by a dozen years. Antonio's Revenge also 
preceded Shakspere's first revision of the old Hamlet, and 
Jonson's additions to the Spanish Tragedy were almost exactly 
contemporary with it. Our evidence also indicates that 
Hoffman and the Atheist's Tragedy preceded the final Hamlet, 
but this cannot be insisted upon. At all events the Spanish 
Tragedy and Antonio's Revenge preceded any Hamlet that can 
be called Shakspere's. 

II. The Different Hamlets. 

Before we proceed to discuss the revenge tragedies, we must 
determine on some basis for an examination of the three 
distinct forms of Hamlet — the German Fratricide Punished, 
the first quarto (1603), and the second quarto (1604). We 
cannot examine all the theories which have been advanced to 
explain the relations of the first two plays to the original 
and final Hamlets, but some hypotheses in regard to these 
relations must be adopted. That Shakspere had nothing 
to do with the original Hamlet is a proposition which has 
been generally agreed to and has been recently still further 
strengthened by Dr. Sarrazin. 1 That the second quarto is to 
all intents Shakspere's final Hamlet, is beyond question. In 
regard to the German play and the first quarto we shall 
proceed on the hypotheses that the German play represents 
in a translated and altered form the original Hamlet, and that 
the first quarto represents a play founded on the original 
Hamlet and only partially revised by Shakspere. 

The first hypothesis is the one adopted by Dr. Furness 
who, after an admirable summary of the evidence, concludes : 
"I think there can be little doubt that in the Fratricide 
Punished we have a translation of an old English tragedy, 

1 Thama» Kyd and tein Kreis, Chap. v. 
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and most probably the one which is the ground work of the 
quarto of 1603." x 

This hypothesis, although generally accepted, has not gone 
undisputed and is not without its difficulties. These have 
been stated most strongly by Professor Creizenach. 2 He 
objects to our hypothesis because it involves the supposition 
that the plot, situations, and general dramatic treatment of 
Shakspere's Hamlet were in the original play and were 
borrowed and made over by Shakspere. This objection 
rests on the ungrounded assumption that Shakspere could not 
borrow. We shall try to show that he borrowed very much 
not only from the early Samlet, but from other revenge plays 
as well. Creizenach's most important objection, however, is 
his list of nineteen verbal details in the German play which 
are also found in the second quarto and which are not in the 
first quarto. Since there are other important details found 
in both the German play and the first quarto, and not in 
the second, he conjectures that the German play had for its 
basis a Shaksperean version which contained both sets of 
parallelisms and consequently the subject matter of both Q x 
and Q 2 . The parallels between the German play and Q, seem, 
however, also explainable by our hypothesis if we remember 
(1) the possibility that the German play, which can be traced 
back only to 1710, may have been affected by interpolations 
from Shakspere's Hamlet ; and (2) that the old play is doubt- 
less very imperfectly represented in Q 1} and probably survives 

1 Hamlet. Variorum Ed., vol. n, p. 1120. 

* Berichte iiber die Verhandlungen der Koniglich-Sdchsischen Geeellschqft der 
Wissenschqfl zu Leipzig. 1887. p. 1. " Die Tragodie ' Der bestrafte Bruder- 
mord oder Prinz Hamlet aus Danemerk' und ihre Bedeutung fur die 
Kritik des Shakespeare'schen Hamlet." W. Creizenach. Cf. also Die 
Schauspiele der Englischen Komodianten. W. Creizenach. Deutsche National- 
Litt.-Hist.-Krit. Ausgabe. Berlin u. Stuttgart. 1889. 23 Band. Pp. 125 
seq. For a criticism of Creizenach's views, and an attempt to prove that 
the first quarto is the basis of the German play, cf. Shakespeare Jahrbueh. 
1888. P. 224 seq. " ' Der bestrafte Brudermord ' . . . . und sein Verhaltni68 
zu Shakespeare's 'Hamlet.'" Gustav Tanger. 
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to a considerable extent in Q 2 , so that many details may have 
been omitted in Q ll , and preserved in Q 2 . Even if Creize- 
nach's conjectural Shaksperean version were assumed, we 
should still have good reason for supposing that it resembled 
the original Hamlet and for considering the German Hamlet 
as the best representative we have of the old play. We shall 
proceed, however, on what seems the less violent hypothesis, 
that the German play does not represent any work of Shak- 
spere but does represent the original Hamlet. 

The first quarto has a very imperfect text and was proba- 
bly pirated. The first act in the main closely resembles the 
final Hamlet and through the second act there are obvious 
touches of Shakspere's hand. After that there are few indi- 
cations of Shakspere, and the text seems to be an abbreviated 
and corrupt copy of the work of some earlier author. 1 With 
this last statement many critics disagree, looking upon the 
whole quarto as an imperfect reproduction of Shakspere's 
Hamlet. A careful comparison of the two quartos, however, has 
only served to strengthen in my mind the conclusions set forth 
by Clark and Wright. 2 The weight of critical opinion also 
justifies the acceptance of their opinion as a working hypothesis. 

" In conclusion," they say, " we venture to think that a 
close examination of the quarto of 1603 will convince 
anyone that it contains some of Shakespeare's undoubted 
work, mixed with a great deal that is not his, and will con- 
firm our theory that the text, imperfect as it is, represents an 
older play in a transition state, while it was undergoing a 
remodelling but had not received more than the first rough 
touches of the great master's hand." 

The proposition that the quarto contains elements of an 
old play as well as of Shakspere's work seems to me unassail- 
able. The proposition that the quarto represents Shakspere's 
partial revision of an old play does not necessarily follow 
from this but seems altogether plausible. 

1 For evidence that Kyd was the auther, see Boas, p. xlix seq. 
* Clarendon Press Hamlet, 1872, pp. x-xii. 
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These hypotheses enable us to examine the three texts, 
Fratricide Punished, first quarto, and second quarto, as repre- 
sentatives of three different plays. We shall have occasion 
to note that the character of the first two texts renders any 
detailed reconstruction of the original and transition plays 
very hazardous, and we must remember that such reconstruc- 
tion rests at the start on our hypotheses. While these will 
be henceforth assumed without further explanation, they 
will not form essential supports for our main conclusions. 
If our hypothetical reconstructions of the two earlier Hamlets 
be disregarded, there is still abundant opportunity for a dis- 
cussion of the relation of Shakspere's Hamlet to other revenge 
tragedies. And this discussion will rest on propositions 
which can hardly be questioned by students of the Eliza- 
bethan drama : (1) the original Hamlet was not written by 
Shakspere ; (2) the Spanish Tragedy and Antonio's Revenge 
preceded Shakspere's Hamlet; (3) Chettle, Tourneur and 
Jonson were at work on revenge tragedies at about the same 
time that Shakspere was writing Hamlet. 

With the aid of our hypothetical reconstructions we have 
seven revenge tragedies which, according to our chronology, 
precede the final Hamlet; the Spanish Tragedy, the original 
Hamlet, Antonio's Revenge, the first quarto of Hamlet, Jonson's 
Additions to the Spanish Tragedy, Hoffman, and the Atheist's 
Tragedy. In examining each of these plays or revisions, the 
following plan will be followed : 

1. A brief statement of the plot. 

2. An examination of the leading dramatic motives and 
their treatment. 

3. A consideration of the reflective element, particularly 
as shown in the long soliloquies. 

4. An examination of the scenes, situations, and details of 
the stage presentation. The same scenes, situations, and bits 
of stage business will be found to be repeated over and over. 
Some of these are of such importance that they point to a 
direct influence of one play on another. Some are of less 

2 
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importance, and some occur in many other plays as well as 
the revenge tragedies; but besides furnishing some slight 
indication of direct influence, the repetition of these situations 
and bits of stage business goes to show how much these plays 
must have resembled one another on the stage. 

5. A discussion of such characters as are related to pre- 
vailing character types of the revenge tragedy ; and particu- 
larly of the avenging hero. 

6. A brief discussion of the style. In general the style 
of each play is individual enough, but there are a few points 
of similarity. 

7. A discussion of the characteristics which differentiate 
the particular play from the others — its special development 
of or variation from the general type. 

Throughout this discussion we shall in the main keep to 
our point of view and look upon these dramas as Elizabethan 
stage-plays written for the London theatres. In particular, 
we must guard against allowing modern aesthetic views to 
influence our judgments. In the end, however, it will be 
profitable to ask whether or no any distinct imaginative or 
intellectual impulses are discernible in each author's treat- 
ment of the revenge story ; and in considering this question 
it will be necessary to look upon these plays as at least 
attempts at poetical expression and for a moment to discuss 
the artistic motives and moods which the revenge story 
aroused in the different authors. 

III. The Spanish Tragedy. 

The two plays dealing with Hieronimo are really two 
parts of one play. The first part, for convenience called 
Jercmimo, sets forth the events culminating in the death of 
Andrea. It contains two murders and is full of embassies 
and battles, of mouthing defiances by the combatants, and 
the villainous intrigues of Lorenzo. The story of Bell' 
Imperia, Lorenzo's sister, and her love for Andrea furnishes 
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a sentimental element; and Andrea's ghost, Revenge, and 
Charon supply a mythological-supernatural ending. All 
these characteristics also distinguish the second part, or the 
Spanish Tragedy ; and what little in Jeromino bears directly 
on the restricted revenge type will be considered in discuss- 
ing that play. 1 The Spanish Tragedy 2 continues the story 
after the death of Andrea. Before each act Andrea's ghost 
and the ghostly personage Revenge appear and criticise and 
oversee the progress of the revenge on Andrea's enemy, 
Lorenzo. The story is too well known to need repetition ; 
we can pass to the motives. 

I. The fundamental motive is revenge, and this revenge 
of a father for a son is superintended by a ghost. II. 
Another important motive is hesitation on the part of the 
revenger who requires much inciting and superabundant 
proof. Hieronimo finds his task a difficult one; he is 
burdened with doubt and hesitation ; the letter from Bell' 
Imperia, the confession of Pedringano, and the exhortations 
of Bell' Imperia and his wife are all required to spur his 
resolution to the deed. Without this hesitation as an im- 
portant motive, a revenge play would, indeed, have hard 
work to get on from the first act to the climax. III. Mad- 
ness is an essential motive throughout. Hieronimo pretends 
madness, and his pretended madness often passes into real 
distraction. " Old Hieronimo is mad again," the second title 
of the 1602 quarto, shows how important this motive was in 
the stage representation. Isabella, too, becomes insane in 
grief for her son. IV. Intrigue, used both against and by 
the revenger, is an important element. Lorenzo's machina- 
tions are many, and Hieronimo accomplishes his revenge by 

1 Dt. Sarrazin has pointed out resemblances between the characters of 
Jeronimo and Polonius — both faithful servitors of their Kings — and both 
a little of the comic old man type; and also between Horatio and the 
Horatio in Hamlet. He has also noted resemblances batween the first and 
second scenes of Jeronimo and the second and third scenes of Hamlet. 

* Hazlitt's Dodsley's Old Plays, vol. v, to which all page numbers refer. 
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dissimulation and trickery. V. Blood is always spouting, 
and death confronts us at every turn. Ten of the leading 
dramatis personae go to " the loathsome pool of Acheron," 
and after the final slaughter only the two kings are left to 
bear off the five bodies which encumber the stage. 

The fourth and fifth motives characterize tragedies of 
blood in general, the first three distinguish more specifically 
the revenge tragedy. Other motives such as that of romantic 
love hardly need mention, since they are common to most 
plays, but one somewhat subsidiary motive ought to be added. 
VI. The contrast and enforcement of the main situation by 
similar situations. Thus Hieronimo's grief for his son is 
reenforced by the Viceroy's grief over the supposed death 
of his son and more particularly by the petition of the old 
man whose son has been murdered. 

Such a medley of murder, intrigue and revenge would 
seem to allow little opportunity for reflection and meditation 
on the part of the hero. On the contrary, the soliloquies on 
such subjects as the wrongs of fate, revenge, and suicide form 
a very important part of the play. Hieronimo has six of 
these, which, together with one by the viceroy, should be 
referred to if one wishes to judge of the reflective element 
of the play. The opening lines are as follows : 

" Then rest me here awhile in our unrest " — Viceroy on " Fortune." 

I, 2, p. 21. 
" O eyes I no eyes, but fountains fraught with tears " III, p. 67. 

" Where shall I run to breathe abroad my woes " III, p. 91. 

" And yet though somewhat nearer me, concerns " III, p. 92. 

" Hieronimo, 'tis time for thee to trudge" — on suicide. IV, p. 107. 
"Vindicta mihi — Ay, heaven will be revenged" IV, p. 123. 

" See, see, O, see thy shame, Hieronimo " IV, p. 129. 

These soliloquies while furnishing free play to vigorous 
action and a ranting style of declamation, are intended to 
embody after the Senecan model a good deal of fine writing 
and some profound philosophizing. 

Of the individual scenes and situations, perhaps the most 
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notable in its relation to Hamlet is the play within the play 
by which the revenge is accomplished. 1 Previously 3 Hie- 
ronimo assigns the parts, discusses the play with the actors, 
and throughout superintends the production. In the play 
after he and Bell' Imperia have stabbed in earnest, he has to 
explain to the kings and spectators this "romantic-ironical 
trick," as Sarrazin calls it. Earlier in the play he assists at 
another theatrical show or " masque." Here, too, we have a 
banquet and an ambassador. The scene in which Isabella 
' runs lunatick,' 3 is also interesting in relation to later scenes 
of the same sort. Apparently she enters with herbs in her 
hands, and some of her mad talk reminds one a little of that 
in later plays. 

" Why did I give you gowns and goodly things ? 
Bought you a whistle and a whipstalk too, 
To be revenged on their villainies." (p. 94.) 

The trick by which Lorenzo rids himself of his accomplice, 
Pedringano, 4 will serve as an example of the scenic repre- 
sentation of the intrigue element. Pedringano is promised a 
pardon and understands that it is contained in a box carried 
by a boy whom Lorenzo has sent. So, sure of his release, 
he goes to the gallows with many jocose remarks. The boy 
stands by and doesn't open the box, which in fact contains 
nothing, and Pedringano to his surprise is strung up in the 
midst of his jesting. There is one other hanging scene in 
the play, the one in which Lorenzo and Balthazar surprise 
Horatio and hang him in the arbor. 6 The scene in which 
Hieronimo becomes reconciled with his murderers and offers 
to fight anyone who blames Lorenzo, 6 is worth noting. 
Many minor situations and details of the stage presentation 
are followed, we shall find, in later plays, and some be- 
come conventional accompaniments of the revenge tragedy. 
Among these are the exhibition of Horatio's body after the 

1 V, p. 160. " V, p. 1 52. » IV, p. 94. 

* II, 3, p. 85. 5 II, p. 52. 8 IV, p. 140. 
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play, 1 Hieronimo's biting out of his tongue, 2 the wearing of 
black, 3 the final march bearing off the slain, the swearing on 
the cross of the sword,* the capture of Pedringano by the 
watch, 5 the reading in a book before a soliloquy, 6 and the 
falling to the ground in the midst of a soliloquy. 7 

Besides these situations to which we shall have cause to 
refer in later discussions, a few others may be noted to illus- 
trate still further the crude character of the performance. 
The letter written in blood (' red ink ' says the stage direc- 
tion), 8 Hieronimo's play with the rope and dagger, 9 Isabella's 
cutting down of the arbor, 10 and Hieronimo's digging with 
his dagger, while he cries : " I'll rip the bowels of the 
earth ; " u all reveal the most primitive means of expressing 
rage, despair, and madness. Like much else in the play they 
are as completely archaic as the scene where Balthazar enters 
with a chair, whereupon Hieronimo cries : 

" Well done, Balthazar, hang up the title 
Our scene is Rhodes." 1S 

In a play calling for such violent action and such rude 
stage devices we cannot expect much shading or consistency 
in the characterization. Some of the characters, however, 
represent types which reappear again and again in Eliza- 
bethan plays, and doubtless the frequent revivals of the 
Spanish Tragedy did much to establish these character-types 
on the stage. Inasmuch as we shall find traces of them in 
the revenge tragedies, they must be noticed here. Lorenzo 
is the villain par excellence, as full of demoniacal devices as 
he is free from conscientious scruples. He serves on the 
stage as a convenient first cause of all the evil in the play 
and manages to accomplish three murders before he is him- 
self dispatched. His accomplice, Pedringano, is a good 

1 V,p.l63. »V, p. 170. '1, p. 21. 

* II, p. 41. 6 III, p. 77. « IV, p. 123. 

' I, p. 21. 8 III, p. 68. 9 IV, p. 107. 

10 V, p. 155. " IV, p. 111. " IV, 3. 
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example of that type already outlined 1 in Lazarotto in 
Jeronimo. With his jests to the hangman while on the 
scaffold, he is a bit of fairly vivid grotesque. Bell' Imperia 
serves in the first of the play chiefly to supply the indis- 
pensable idyllic element which she does rather prettily. Later 
on she develops an Amazonian fierceness and aids largely in 
the revenge. This type of woman, both prettily sentimental 
and desperately revengeful, is not uncommon in later tragedy. 
The character of Hieronimo, rudely as it is depicted, is 
not without subtlety of conception. He is a ranting mad- 
man, but he is also a poet, a scholar, interested in plays and 
in Seneca's philosophy. To analyze his leading traits ; in 
the first place he is much given to meditation and to arguing 
with himself. He struggles with the problems of revenge, 
fortune, and death ; and if the result furnishes little valuable 
philosophy, it is certainly not for a laok of rumination. 
Secondly, he is constantly oppressed with an overburdening 
sense of his obligation to revenge, an obligation which he 
shuns even after the proof of the murderers' guilt has been 
forced upon him, and the realization of which often drives 
him to real madness. Thirdly, when he finally brings his 
resolution up to the point of action he becomes exceedingly 
cunning, dissimulates with the murderers, feigns madness, 
and adroitly plans the play for a means of revenge. Fourthly, 
he accomplishes this revenge not only with cunning, but with 
irony. Witness, for example, his dissimulated reconciliation 
with Lorenzo and his conduct and speeches in the last act, 
particularly the brutal irony of his speech to the viceroy and 
duke. 2 So, too, his madness often takes an ironical turn. 
These four qualities, fondness for meditation, a realization 
of a responsibility so terrible that it drives him to frenzy, 
great cunning in action, and constant irony, are perfectly 
distinct characteristics of Kyd's hero. 

1 In Shakespeare's Predecessors, p. 492, Mr. J. A. Symonds has noted that 
Lazarotto is the precursor of Flamineo and Bosola. 
1 V, p. 163 seq. 
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Of the style of the play little need be said in addition 
to Sarrazin's comments. It certainly would have justified 
Nash's description, "whole handfulls of tragical speeches" 
and " a blanke verse hodged up with ifs and ands." 1 It was 
ridiculed as old-fashioned a dozen years after it was written, 
but bits of it seem to have stuck in the memory of theatre- 
goers and play-wrights, and some traces of its influence will 
appear in the plays we are to consider. 

With all this analysis we must not forget that the play 
must have appealed to its audience above all as a rip-roarer, 
a succession of deeds of intrigue and blood, with the central 
figure a ranting maniac. No analysis, however, is needed to 
convince the reader that it possesses other qualities as note- 
worthy as these salient features. Far less than Tamburlaine, 
an artistic achievement ; no more than that play, can it be 
pushed aside as a mere blood and thunder tirade. Ludi- 
crously lacking in dignity though it may be, the Spanish 
Tragedy presents, perhaps for the first time on the English 
stage, a story by no means lacking in tragic grandeur. In 
Hieronimo's struggle with his terrible responsibility, in his 
irresolute meditation and his madness, there is not only much 
which is comically primitive, there is also much which in its 
imaginative conception shows a poet struggling for expres- 
sion. In the discussions of the ghost and Revenge, in the 
frequent references to Nemesis, Heaven, and Hell, in the 
carefully elaborated soliloquies, there are still more tangible 
indications that Kyd was trying after the Seneoan model to 
express something of the tragic sense of fate which has 
always pervaded the English mind. 

IV. The Obiginal Hamlet. 

Assuming our hypotheses, we can work back to the origi- 
nal Hamlet from two sources, the first quarto and the German 
Fratricide Punished. From the mere facts, however, that the 

1 Epistle to Greenfi Afenaphon. 
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first quarto is very imperfect and that the German play is a 
prose abridgement which cannot be traced back earlier than 
1710, it is plain that we cannot hope to reach a very definite 
idea of the original Hamlet. Sarrazin in his ingenious and 
convincing chapter on "der Ur Hamlet," has accomplished 
this reconstruction and has assigned the authorship to Thomas 
Kyd. In the main his conclusions seem to me sound, but in 
order to avoid conjectures as much as possible and in order 
to make the relations of the different Hamlets perfectly clear, 
it seems best to neglect his plausible conclusion that the early 
Hamlet was a play by Kyd strongly resembling the Spanish 
Tragedy and first to attempt to form some idea of the old 
play directly from Fratricide Punished. Even the evidence 
of the first quarto may be omitted until the discussion of the 
first and second quartos. We may then find some things 
which can be credited to the old play and which can be used 
to develop the view already formed ; but for the present we 
shall deal solely with the Fratricide Punished. 1 

Meagre as the resulting view will be, it will at least rest 
on only one of our hypotheses, the fairly safe one that the 
German play represents the early Hamlet. Even this meagre 
reconstruction will be sufficient to establish the close connec- 
tion in theme and treatment between the old Hamlet and the 
Spanish Tragedy. 2 It will also be sufficient to indicate that 
with the Spanish Tragedy the old Hamlet became a basis for 
all later developments in the tragedy of revenge. 

Before considering the German play we must notice what 
little direct evidence we have of the nature of the old Hamlet. 
The earliest reference to the play is found in Nash's Epistle 

^Variorum edition of Hamlet. Vol. it, p. 1120 seq. All references will 
be to this translation of the German play. 

8 To this extent we shall arrive at Sarrazin's conclusions ; but working 
from a different point of view and by a different method we may hope to 
add some new force to these. At every step, however, I shall be obliged 
to repeat material used by Sarrazin in a little different way. 
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to Greene's Menaphon, 1 and from this we learn that it was a 
Senecan tragedy of blood. From Lodge's Wit's Miserie 2 we 
learn that it dealt with a ghost and revenge ; and in Dekker's 
Satiro-mastix 3 we have a similar reference. From Henslow's 
Diary we learn that it was played on June 9, 1594. Finally, 
there can be little doubt that it was founded on the novel of 
Belleforest, afterwards, or perhaps already, translated as the 
Hystorie of Hamblet. The ghost was an addition to Belle- 
forest. 

The plot of Fratricide Punished hardly requires a summary. 
It follows the main lines of the action of the final Hamlet; and 
the old English play doubtless did the same. The treatment 
of the story, however, is comic in the German version to an 
extent hardly supposable in an English revenge play. 

The five leading dramatic motives which we found in the 
Spanish Tragedy all reappear. I. The revenge is by a son for 
a father and is directed by the latter's ghost. This direction 
by the ghost is somewhat differently handled, for he appears 
at the start and directly incites and encourages the hero to 
revenge. II. There is hesitation on the part of Hamlet who 
requires the proof afforded by the play and who lets one chance 
to kill the king escape him. III. There is the madness of 
Ophelia and the melancholy and assumed madness of Hamlet. 
IV. Intrigue and deceit appear in Hamlet's affair with the 
accomplices and also in the plots of the king. V. There is 
abundant slaughter throughout the play and at the end. VI. 
We find, too, as in the Spanish Tragedy, the main situation 
contrasted and emphasized by a similar situation. Thus the 
grief and revenge of Laertes for his father are used to strengthen 
the main motive. VII. Perhaps, too, the unholy passion of 

1 Printed 1589. " yet English Seneca read by candle-light yields manie 
good sentences, as Bloud is a beggar, and so foorth ; and if you intreate him 
faire in a frostie morning, he will affoord you whole Hamlets, I should say 
handfulls of tragical speaches" etc. 

* Printed 1596. " a foule lubber and looks as pale as the visard of ye ghost 
which cried so miserably at ye theater, like a oisterwife, Hamlet revenge." 

* Printed 1602. " My name's Hamlet's revenge." 
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the king and queen may be said to present another motive. 
At all events the marriage of the murderer to the wife of the 
murdered man is a theme that appears again on the Eliza- 
bethan stage. 

In respect to soliloquies, the German play offers little re- 
semblance to the Spanish Tragedy. Latham 1 has indeed 
declared that there are no soliloquies. There is one, however, 
by Hamlet at the beginning of Act V. I quote it in full, 
because in the reference to Nemesis, in the excuse for delay, 
and the promise to revenge, I fancy there are some faint hints 
of a soliloquy which in its original form may not have been 
unlike those in the Spanish Tragedy. 

" Unfortunate Prince ! How much longer must thou live 
without peace? How long dost thou delay, O righteous 
Nemesis ! before thou whettest thy righteous sword of ven- 
geance for my uncle, the fratricide? Hither have I come 
once more, but cannot attain to my revenge, because the fra- 
tricide is surrounded all the time by so many people. But 
I swear that before the sun has finished his journey from east 
to west, I will revenge myself on him." 

In the separate scenes and situations there is much which 
connects the play with the general revenge type. First in 
importance in its relation to the Spanish Tragedy is the play 
within the play. 2 Here as there, the hero superintends and 
advises the actors. The play is not, however, used to bring 
about the revenge but, as in the final Hamlet,to produce further 
proof of the king's guilt. 

The Ophelia scenes are the only ones which at all supply 
the place of the sentimental love scenes of the Spanish Trag- 
edy ; and they also recall the insanity and suicide of Isabella. 
In the German play, however, Ophelia is for the most part 
treated in a frankly comic manner. This adds stress to Mr. 
Corbin's thesis 3 that a comic element survives in the great 

1 Two Dissertations on the Hamlet of Saxo Grammatieus and of Shahespear. 
B.G.Latham. 1872. See p. 147. *n. 7, 8. 

* The Elizabethan Hamlet. John Corbin. London, 1895. 
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scene of the final Hamlet. Just how far, however, the comic 
element was manifest in the early Hamlet we cannot say ; it 
is not paralleled in Kyd's treatment of Isabella's insanity. 
Some other features of the Ophelia scenes, such as her distri- 
bution of flowers, her mad talk, her part as a decoy, seem 
more certainly to point to the English original and appear 
again in later plays. In the main her part must have been 
derived from the old Hamlet, and a summary of it will be 
convenient. II. 3. Ophelia says Hamlet plagues her, where- 
upon Corambus (Polonius) concludes that love is the cause 
of Hamlet's madness. II. 4. Ophelia returns a jewel to 
Hamlet, and he repulses her, while the king and Corambus 
look on from their hiding place. III. 9. Ophelia is insane 
and follows Phantasmo about. Apparently she has flowers 
for she cries : " See, there is a pretty floweret for thee, my 
heart." III. 11. Another mad scene in which she annoys 
Phantasmo and strikes him. IV. 6. The queen announces 
that Ophelia is mad. IV. 7. Ophelia appears with flowers, 
gives each person a flower, and runs off. V. 6. The queen 
enters and announces a great calamity : " Ophelia went 
up a high hill and then threw herself down and killed 
herself." 

The treatment of the ghost varies considerably from that 
of the Spanish Tragedy. The ghost 1 is not a mere looker-on ; 
he now holds direct speech with the hero, relates the circum- 
stances of the murder, and calls for revenge. His first appear- 
ance is more dramatic 2 — two soldiers are on watch at night, 
while healths are being proclaimed within and trumpets 
sounded. The same circumstances are repeated when the 
ghost first appears to Hamlet, with the addition that the 
clock has probably just struck midnight. 3 Clearly, here is 
an important addition to the stage business of ghost plays, an 

1 The ghost has none of the dignity of Andrea's ghost. He boxes the 
soldier's ears and opens his jaws to frighten Hamlet. Undoubtedly a good 
deal of this comic business was added by German players. 

•i. 1. *i. 4. 
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addition which may be credited to the original Hamlet and 
which was adopted in later plays. 

The swearing on the hilt of the sword which Hamlet com- 
pels his friends to perform is the same situation used in the 
Spanish Tragedy. 1 The ghost joins in the dialogue from 
within. 2 Again while Hamlet has an interview with his 
mother, the ghost appears to him unseen by her. 3 In the 
prologue, the personages, " Night, in a car crowned with stars, 
Alecho, Thisephone, and Maegara," and the style of their 
speeches contrast decidedly with the rest of the play and, as 
Sarrazin notes, suggest Kyd. 4 The wearing of black is indi- 
cated where the king announces : we must " change our black 
mourning suits into crimson, purple, and scarlet." s Hamlet 
refuses to kill the king who is praying at the altar in the 
temple — " But, hold, Hamlet, why wouldst thou take his sins 
upon thyself? " 6 The business of the two portraits also occurs 
in the scene after he has killed Corambus. 7 After fooling 
with Phautasmo (Osric) and just as he is about to go to the 
king, Hamlet has a premonition of death. 8 Like Hieronimo, 
he dissimulates with his enemies in a merry mood ; 9 and as 
in the Spanish Tragedy the catastrophe results in a number 
of deaths. 

This enumeration of situations is sufficient to give an idea 
of the stage-presentation of the old play, to indicate its resem- 
blance to the Spanish Tragedy, and to furnish a basis for 
comparison with scenes in the later revenge tragedies. The 
most important scenes which are not found in the German 
play and appear in Hamlet are the scene at Ophelia's grave, 
the grave-diggers' scene, and those dealing with Rosencrantz 

1 F. P. i. 6. S. T. ii. p. 41. Sarrazin has not emphasized the close con- 
nection between the two scenes, but Fleay has pointed it out. Chr. II, p. 31. 

* It seems rather probable that in the old Hamlet the ghost spoke from 
beneath the stage as in the later play. We shall find " the voice in the 
cellarage" in Antonio's Revenge; so at any rate it was not an invention of 
Shakspere. 3 IH. 2. 

4 Note the line "from Acheron's dark pit, come I, Maegera, hither." 

6 1. 7. • in. 1 and 2. ' in. 5. 8 v. 3. » iv. 1. 
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and Guildenstern. Whether or not these occurred in the 
original Hamlet, we have seen enough evidence to show that 
on the stage it must have strongly resembled both the later 
Hamlet and its contemporary, the Spanish Tragedy. 

In regard to the characterization of the old Hamlet, very 
little can be inferred from the German abridgement. The 
king is the villain and source of all evil, and Laertes to some 
extent his tool as Balthazar is the tool of Lorenzo. Sarrazin 
has also noted a resemblance between Jeronimo in the first 
play and Polonius ; so also the Horatios in the two plays are 
both faithful friends. Only by following Sarrazin in his 
whole reconstruction, however, shall we find a Hamlet with 
Hieronimo's fondness for soliloquising and irony and an 
Ophelia whose wooing has the grace of Bell' Imperia's and 
whose fate has the pathos of Isabella's. Such the characters 
of the old Hamlet may have been, but in the German play 
Ophelia is comic, and Hamlet is without individuality. Some 
traces of a more subtle delineation are, nevertheless, not 
altogether wanting. We have already noticed his one solilo- 
quy, and we may not agree with Latham 1 that the play is 
absolutely wanting in ironical bits of cynicism. 

" Hamlet. Well adieu, Lady mother 1 

King. Why is this, my prince ? Why do you call us mother ? 
Hamlel. Surely man and wife are one flesh. Father or mother — it is all 
the same to me." (in. 10.) 

Here at least is a kind of irony, much like Hieronimo's, and 
good enough on the stage for Shakspere's purposes. In the 
German play again, Hamlet like Hieronimo is interested in 
plays and actors and he certainly resembles Hieronimo in his 
duplicity and pretended madness. Only in these traces, how- 
ever, do we find evidences of a hero who in stage importance 
and dramatic conception could have rivalled the popular hero 
of the Spanish Tragedy. 

Even less can be confidently conjectured in respect to the 

1 Two Dissertations on Hamlet, etc., p. 147. 
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style of the old Hamlet. Some bits of the Fratricide Punished 
have been noted by Sarrazin in connection with Kyd's work 
and some others will appear later in our discussion in con- 
nection with the phrasing of later plays. 

From the German play we have derived some idea of the 
action and main motives of the old Hamlet and little more. 
We may conclude that the old English play must surely have 
been a companion piece to the Spanish Tragedy, dealing with 
a revenge for a father, containing all the leading motives of 
that play and many similar scenes and situations. In respect 
to characterization and style we must postpone most of our 
inferences to the discussion of the first quarto. For a moment, 
however, we may anticipate and again recall Sarrazin's recon- 
struction of the old Hamlet. Then we have a play by Kyd 
with soliloquies and Senecan philosophy and a central figure 
like old Hieronimo. Still further we may conclude that the 
catholic coloring, Hamlet's calmness after the murder of Polo- 
nius, his conduct at Ophelia's funeral, his trick on Rosen- 
crantz and Guildenstern, and his treatment of Ophelia, were 
all derived from the old play. Our more meagre reconstruc- 
tion serves our purpose ; it is sufficient to indicate that very 
considerable portions of the two later Hamlets must be referred 
to the original play. 

V. Antonio and Mellida. 

Antonio and Mellida, 1 like Kyd's Hieronimo, is a two-part 
play ; the story of murder and revenge being confined in each 
case to the second part. The first part or the History of 
Antonio and Mellida opens with the hero, Antonio, in disguise 
as an Amazon. His father, Andrugio, has been defeated in 

1 Beferences will be to The Works of John Marston, edited by A. H. Bullen, 
vol. 1. For a discussion of the two plays, see "John Marston" von Wolf- 
gang von Wurzbach. Shakespeare Jahrbuch, vol. xxxiii, p. 85 seq. Dr. 
von Wurzbach calls Antonio's Revenge " eine wtiste Mischung der Spanish 
Tragedy und des Hamlet." We will not try to determine, he adds, " ob 
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a sea-fight by Piero, duke of Venice, and father and son are 
in hiding. Antonio goes to the court of Piero with whose 
daughter, Mellida, he is in love, and later Mellida leaves the 
court disguised as a page in search of him but is retaken. 
Andrugio proceeds to court in full armor, demands the reward 
offered for his own head, and then discovers himself. A 
funeral procession enters bearing the body of Antonio. Piero 
professes to admire Andrugio's courage, pardons him, and 
protests that he would give his daughter's hand to have 
Antonio alive. Thereupon Antonio comes to life, and there 
is a joyful conclusion. There is some " masquery " and danc- 
ing, some love scenes, a good deal of comic buffoonery, and a 
good deal of serious and philosophical declamation. What 
little directly concerns the conventions of the tragedy of 
revenge will be noticed in the discussion of the second part. 
The second part, or Antonio's Revenge, deals with a revenge 
for a father and is constructed on almost the same lines as the 
Spanish Tragedy and the original HamUt. Antonio's father, 
Andrugio, is poisoned, and his friend, Feliche, butchered by 
Piero. Strotzo, an accomplice, declares that Andrugio died 
naturally, and Piero declares that he found Mellida in Feliche's 
embraces upon the eve of her marriage to Antonio. Mellida 
is confined for trial, and Antonio becomes frantic with grief 
and bewilderment. Andrugio's ghost appears to Antonio, 
discloses Piero's villany, and bids Antonio to take revenge. 
Antonio, crazed by the revelation, stabs Piero's young son, 
Julio, at Andrugio's tomb but refuses a chance to kill Piero ; 
later he disguises himself as his mother's fool and watches for 
his opportunity. His mother meantime has yielded to Piero 

dies der 'alte Hamlet' (von Kyd) ist, oder ob sich nicht sogar aus Antonio 
Beweis fur die Entstehungszeit des Shakespeare'schen Hamlet ableiten 
liesse, den einzelne englische Kritiker schon vor 1600 aufgefiihrt wissen 
wollen." "Shakespeare's Einfluss," he also declares, "ist zu deutlich," 
and points out resemblances to Romeo and Juliet and Lear. Equally apart 
from our purpose is an article in Englische Studien, vol. xxi, " John Mar- 
xton ak dramaiiker," by Ph. Aronstein. 
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a promise of marriage, but after a visitation from Andrugio's 
ghost she joins Antonio in his scheme for revenge. At Mel- 
lida's trial, Strotzo, instigated by Piero, declares that he was 
suborned and is himself despatched by a trick of Piero. Mel- 
lida swoons and later dies. Antonio is also reported dead 
but he appears disguised in a masque : the masquers disclose 
themselves and kill Piero. They are hailed as public 
benefactors but determine to retire to a religious house; so 
Antonio appears alive to make the final speech bewailing 
Mellida. 

This summary of the plot will suggest parallelisms with 
the two plays already considered. Their leading motives all 
reappear. I. Revenge for a father by a son, urged on by the 
dead man's ghost, forms the central action. II. Hesitation 
and irresolution appear in Antonio's neglect of his opportunity 
to kill Piero and in his useless murder of Julio. III. Antonio 
is driven to the verge of real insanity and later pretends to be 
a fool. IV. Intrigue is practised by both Piero and Antonio. 
V. The death-list, though not so long as in the earlier plays, 
includes six persons. Of the minor motives, VI. the contrast 
to the main situation appears in the grief and revenge of 
Pandulpho for the death of his son, Feliche ; and VII. the 
unholy passion of Piero for Maria becomes, more distinctly 
than in Hamlet, an underlying motive of the drama. An 
idyllic love story is also prominent, but especial attention 
should be called to the fact that the five leading elements, 
revenge, hesitation, insanity, intrigue, and slaughter, are as 
clearly manifest as in the Spanish Tragedy or the early 
Hamlet. 

Moreover, the play resembles the Spanish Tragedy, and 
very likely the early Hamlet, in its abundance of long solilo- 
quies. There are several by Piero and five by Antonio, even 
the first lines of which will be enough to indicate a similarity 
to Hieronimo's. 

" Pish, thy mother was not lately widowed." (II. 2. p. 133.) 

3 
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He reads from Seneca's De Providentia and then contrasts his 
own fate. 

" Graves, vaults, and tombs, groan not to bear my weight." 

(III. 1. p. 143.) 
"Ay, so you must before you touch the shore." (III. 1. p. 147.) 

— On human nature and its iniquity. 

" Howl not, thou putry mould ; groan not, ye graves." 

(III. 1. p. 150.) 
— A characteristic murder speech. 

" Ay, heaven, thou may'st, thou may'st, omnipotence." 

(IV. 2. p. 171.) 

— In which he submits himself to Heaven's will. 

Like the soliloquies in the Spanish Iragedy, these seem to 
have been modelled on Seneca, and even more than those they 
indicate an attempt at philosophical reflection. One of the 
best examples of this philosophising is to be found in Anto- 
nio's speech on a fool's part, to which we shall have occasion 
to refer again. 

" I never saw a fool lean ; the chub-faced fop 
Shines sleek with full-cramm'd fat of happiness, 
Whilst studious contemplation sucks the juice 
From wisards' cheeks : who making curious search 
For nature's secrets, the first innating cause 
Laughs them to scorn, as man doth busy apes 
When they will zany men. Had Heaven been kind, 
Creating me an honest, senseless dolt, 
A good, poor fool, I should want sense to feel 
The stings of anguish shoot through every vein ; 
I should not know what 'twere to lose a father; 
I should be dead of sense to view defame 
Blur my bright love ; I could not thus run mad, 
As one confounded in a maze of mischief, 
Stagger" d, stark, fell'd with bruising stroke of chance ; 
I should not shoot mine eyes into the earth, 
Poring for mischief that might counterpoise 
Mischief, murder, and — " 1 

(IV. 1. p. 158.) 

1 The reflective soliloquies in the first part of Antonio and Mettida should 
be noticed, particularly the scene between old Andrugio and Lucio (m. 1.). 
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Coming now to the individual scenes, we note that the 
revenge is accomplished much as in the Spanish Tragedy. 
Piero is seated in the banqueting hall with Maria ; an equivo- 
cal reply to his advances leads him to believe that she loves 
him ; whereupon he breaks out in jubilations which recall the 
carousing of the king in Hamlet. 1 In the midst of the carous- 
ing the masquers enter. Piero is induced to remain alone 
with them, and they unmasque, bind him, and pluck out his 
tongue, 2 and triumph over him — uncovering the dish that 
contains the limbs of his murdered child. Finally they hack 
him to pieces, and the ghost, who has joined in the proceed- 
ings, makes his exit with — 

"'Tis done, and now my soul shall sleep in rest: 
Sons that revenge their father's blood are blest." 

The marriage celebration, the exhibition of the dead body, 
the exultation in revenge, in fact, the whole method of the 
revenge is after the style of the Spanish Tragedy; but the sub- 
stitution of a masque for a play, 3 the participation of the ghost, 
and some of the torments heaped upon the villain may be 
credited to Marston's ingenuity. 

The ghost scenes are managed very much after the manner 
of the Fratricide Punished. Antonio comes to the church- 
yard and approaches his father's tomb ; even as the clock is 

Charles Lamb has noted the resemblance of their situation to that of Lear 
and Kent. " Andrugio, like Lear, manifests a kind of royal impatience, a 
turbulent greatness, an affected resignation. The enemies which he enters 
lists to combat, ' Despair and mighty Grief, and sharp Impatience ' and the 
Forces (' Cornets of Horse, etc' ) which he brings to vanish them, are in the 
boldest style of allegory. They are such a race of mourners as the ' infec- 
tion of sorrows loud 'in the intellect might beget on some pregnant cloud 
in the imagination." 

1 A. B. v. 2. F. P. i. 1. and I. 6. Samlet I. 2. and v. 2. Cf. also the 
tanquet, triumphs, masque, etc., in the Spanish Tragedy, I. 3, as well as 
the final scene. 

'Compare a similar bit of stage business in the Spanish Tragedy where 
Hieronimo bites out his tongue, v. p. 170. 

8 Cf. the Malcontent and Tourneur's Revenger's Tragedy. 
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striking twelve, the ghost rises. 1 Like Hamlet's ghost, the 
ghost of Andrugio makes a long speech ; and cries " Antonio, 
Revenge!" — manifestly a reminiscence of the "Hamlet, re- 
venge ! " accredited to the old Hamlet. The succeeding dia- 
logue between Maria and Antonio is interrupted by the ghosts 
of Andrugio, Feliche, and by Pandulpho, 2 who " from above 
and beneath " cry " murder ! murder ! murder ! " 3 There is 
also a groan from beneath when Antonio stabs Julio, and 
before this when the child is prattling, there is a cry of 
" revenge," apparently from below. 4 The cries of the ghost 
seem also to have suggested Mellida's interrupting sighs from 
beneath. 5 All these instances of a voice in the cellarage point 
back to the cries of the ghost, also probably beneath the stage, 
in the original Hamlet? 

As in the various Hamlets, the ghost appears in a scene 
with his former wife and son. 7 The scene, however, shows 
marked variations from that in the Fratricide Punished and 
is a typical example of Marston's stage effects. As she is 
about to retire, Maria discovers the ghost sitting on the bed. 
While the ghost is upbraiding her and bidding her join her 
son in seeking revenge, Antonio enters in a half-frenzy. He 
is bidden to carry out the revenge by means of a disguise and 
retires ; then Maria goes to bed, while the ghost draws the 
curtains and ends the scene with a characteristic tirade. 8 The 

1 A. B. m. 1. F. P. i. 4. Cf. also A. B. i. 1, for another scene at night 
with the clock striking. 

* Pandulpho is no ghost, and seems out of place. 

3 in. 1. *m. 1. 6 n. 2. 

6 The many resemblances between Antonio's Bevenge and the Fratricide 
Punished furnish corroborating evidence for the hypothesis that the latter 
was a translation of the old English Hamlel. 

■>A. B., Ill, 2. F. P., Ill, 6. 

8 III, 2, p. 156. 

" And now, ye sooty coursers of the night, 
Hurry your chariot into hell's black womb. 
Darkness, make flight; graves, eat your dead again: 
Let's repossess our shrouds. Why lags delay ? 
Mount sparkling brightness, give the world his day ! " 



HAMLET AND CONTEMPORARY REVENGE PLAYS. 161 

scene between Hamlet and his mother is recalled by another 
scene between Antonio and Maria. 1 The anxious mother 
finds Antonio just after the ghost has left him, frantically 
vowing revenge, and therefore takes him to be mad. So in 
the Fratricide Punished, Hamlet's speech as the ghost crosses 
the stage increases his mother's belief in his insanity. 

The Mellida scenes furnish divergences from the material 
of the revenge plays which need not be here discussed. The 
fact that her chastity is in question adds a new motive to the 
forces which drive the hero toward madness. In one im- 
portant respect, however, there is a similarity to the Fratri- 
cide Punished. Just as there the queen enters and announces 
Ophelia's death, so Maria enters and announces the death of 
Mellida. 2 Moreover, she does this in a long descriptive piece 
of declamation just as the queen does in both the first and 
second quartos of Samlet. 3 This bit of stage convention, 
then, was in use as early as Antonio's Revenge} 

The burial of Feliche 6 and the dumb show before the 
second act, representing Andrugio's funeral, suggest the burial 
of Ophelia in Hamlet. Though not in the Fratricide Pun- 
ished this scene may have been in the old Hamlet, or the use 
of funerals and churchyards in a revenge tragedy may have 

1 F. P., Ill, 6. A. B., Ill, 1. Hamht, III, 4, 102-139. 
s F. P., V, 6. A. R., IV, 1. 3 Q„ 1. 1822. Hamlet, IV, 7, 167. 

*One passage in the report of Antonio's death (IV, 1) directly recalls 
the report of Ophelia's death in the Fratricide Punished. 

" Distraught and raving, from a turret's top, 
He threw his body in the swollen sea." 

F. P., V, 6. " Ophelia went up a high hill, and threw herself down, and 
killed herself." Cf. also the Spanish Tragedy, V, p. 150: 

" Marry thus, moved with remorse of his misdeeds ; 
Ban to a mountain top and hung himself." 

The hanging is the fate of Bruser, one of the corresponding characters in 
the novel of Soliman and Persida, but the running to a mountain top is 
Kyd's addition. 

M. E.,IY, 2. 
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been original with Marston. The dumb show before the 
third act represents the wooing of Maria by her husband's 
murderer, who has already made advances to her. The situ- 
ation is an old one in literature and is the same as that 
between Richard and Anne in Richard III, and similar to 
that in the dumb show of the play in the final Hamlet} 

In the mad scenes insanity receives different treatment from 
that of the Spanish Tragedy or of the German play. Anto- 
nio's distraction is depicted as something terrible ; it is never 
treated as comic, even to the extent that it is in the Spanish 
Tragedy. Nor does Antonio pretend madness like Hieronimo 
and Hamlet ; instead of this he assumes the disguise of a fool 
like Hamlet in the story. The stage direction — " Enter 
Antonio in a fool's habit with a little toy of a walnut shell 
and soap to make bubbles " — 2 indicates sufficiently his action 
in this disguise. 

Like Hieronimo, Antonio cries " vindicta " ; 3 and one of 
his early interviews with his mother is clearly paralleled by 
a scene in Jeronimo between Hieronimo and Isabella. 4 Like 

1 A. B., II, 2, Rich. Ill, I, 2. Not in the dumb show in Fratricide Pun- 
ished. 

2 Cf. Hamlet's " I must be idle." Ill, 2, 85. 

3 A. B., V, 1. S. T., IV, p. 123. 

* Jeronimo. Dodsley 1825 ed. I, 3, p. 63. 

" Jer. Peace. Who comes here ? News. News, Isabella. 
Is. What news, Jeronimo ? 
Jer. Strange news : 

Lorenzo has become an honest man. 
Is. Is that your wondrous news ? 
Jer. Is it not wondrous 

To have honesty in hell : " etc 

A. B., II, 2, p. 137. 

"Ant. Hark ye ; I'll tell you wondrous strange, strange news. 
Maria. What, my good boy, stark mad? 

AtU. I am not. 
Maria. Alas ! 

Is that strange news ? 
Ant. Strange news? Why, mother, is't not wondrous strange. 
I am not mad — I am not frantic, ha ?" etc. 
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Hamlet, he has an opportunity to stab the murderer and 
refuses it. 1 He (like Hamlet) enters with a drawn sword and 
has Piero at his mercy, and his excuse for postponing the 
revenge is not much better than Hamlet's. 2 His murder of 
the little Julio recalls the murder of the innocent Corambus 
and Hieronimo's murder of the innocent father of Lorenzo. 3 
Antonio wears black and appears reading a book, as did 
Hieronimo and probably Hamlet in the old play. 4 As the 
Portuguese viceroy falls on the ground in the midst of his 
lamentation, so in one of his soliloquies Antonio lies flat on 
his back and addresses heaven from that posture. 5 

The stratagems practised by Piero on his accomplice are 
like similar tricks in the Spanish Tragedy and the trick 
played by Hamlet on Rosencrantz and Guildenstern. 6 The 
body of Feliche, stabbed thick with wounds, appears hung 
up like that of Horatio, 7 and Julio's body is exhibited in the 
final scene as is Horatio's. 8 Finally, the oath of the con- 
spirators on their wreathed arms, and the striking of the floor 
with their daggers, give the same sort of stage effect as the 
swearing on the sword hilt and Hieronimo's digging with his 
dagger. 9 The scene with the painter, too, must be noticed in 

1 A. B., Ill, 1. F. P., Ill, 2. 

*A. B., Ill, 1. "No, not so. 

This shall be sought for ; I'll force him feed on life 
Till he shall loath it. This shall be the close 
Of vengeance" strain." 

'A. B., Ill, 1. R P., Ill, 5. S. T., V, p. 170. The murder of Julio is 
possibly intended to be excused by the frenzy which possesses Antonio. 

l S. T., IV, p. 123. A. B., II, 1. Hamlet reads a book in both the first 
and second quartos. 

i S. T., I, p. 21. A. B., IV, 2. Cf. also Antonio and Mellida, Part I, 
IV, 1, where Andrugio in the midst of a soliloquy throws himself on the 
ground ; in the same scene Antonio falls on the ground twice. This solil- 
oquizing from the floor was in fact common in early plays. 

*A. B., IV, 1. S. T., Ill, p. 90. 

M. B., 1, 1. S. T., I, p. 52. 

8 8. T., last scene. 

»A.B., IV, 2. & 2P., II, p. 41. IV, p. 111. 
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connection with the painter scene in Ben Jonson's Additions 
to the Spanish Tragedy. 

This somewhat detailed examination of the scenes and situ- 
ations indicates how closely Marston's play on the stage must 
have resembled the two old revenge plays. Some changes 
and especially the great prominence given to the ghost may 
be credited to Marston, although these hint that there may 
have been some development of the revenge type between 
1588 and 1599 of which we have no direct evidence. We 
have seen evidence of the popularity of ghost and revenge 
plays about 1599; and Marston's play may possibly have 
had points of close stage resemblance to some unknown plays 
as well as to the Spanish Tragedy and the original Hamlet. 

Of the characters Maria has less individuality than Isabella 
in the Spanish Tragedy ; she merely fills a conventional part 
very similar to the queen's in the Fratricide Punished} Mel- 
lida's character is developed in the first part, and her im- 
prisonment and death in the second part are intended to sup- 
ply abundant pathos. The villain, Piero, differs from Lorenzo 
only in his passion for Maria, and in this respect he resembles 
the king in the old Hamlet. The accomplice Strotzo is of the 
same type as Kyd's accomplices though he has less humor 
than Pedringano. Pandulpho with his philosophy is a little 
like Corambus and Hierouimo (in the First Part) — that 
is, he is one of the type of talkative old men. Feliche and, 
later, Alberto supply the part of the faithful friend. 

Antonio, like Hieronimo and the original Hamlet, is a 
scholar and a clever deviser of masques. Like Hieronimo, 
he is fond of philosophy and studies his Seneca. He is dis- 
tinguished, also, by the same tendency to reflection. He 
enjoys soliloquizing and struggles in solitary meditation at 
each crisis in his course. Like Hieronimo and Hamlet he is 
driven to the verge of insanity by the pressure of the horrible 
crimes which he is to revenge ; but unlike them he does not 

1 Where the queen is more obviously guiltless than in the final Hamlet. 
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waste time in seeking additional proof of the murderer's guilt. 
The loss of his father, the fickleness of his mother, the mur- 
der of his friend, and the accusation against his betrothed, 
have already driven him close to madness, when the revela- 
tions of the ghost add fresh fuel to the fire. Though he does 
not seek further proof, yet, like Hamlet, after the revelations 
of the play, he becomes frantic and irresolute, neglects an 
opportunity to kill the king, and wastes his vengeance on an 
innocent child. Like Hieronimo he finally accomplishes his 
revenge by dissimulation and stratagem according to the 
counsel of the ghost. Unlike the other heroes, however, he 
shows very little irony. His dialogue with his mother and 
his talk as a fool blowing bubbles may be instanced as partial 
exceptions, 1 but in general he is wild and ranting and rarely 
ironical. In his tendency to reflection, his overburdening 
sense of wrong, and his cunning, he doubtless resembled the 
old Hamlet as well as Hieronimo. Like both of them he 
was a stage ranter, he tore a passion to tatters and appealed 
to a taste that delighted in extravagant violence. To a greater 
extent, however, than Kyd in the Spanish Tragedy, Marston 
succeeded in endowing his hero with intellectual depth and 
tragic power. Antonio's soliloquies have more philosophy and 
less grotesqueness than Hieronimo's; his insanity has more 
that suggests the terrible and less that suggests the laughable. 
With all his ranting and overdrawn passion, he has not a few 
touches of real life. To see how much more vital his phi- 
losophizing and his sense of wrong are made, we have only 
to recur again to his speech on the fool's part. 2 It was the 
" stings of anguish," the " bruising stroke of chance," which 
made him run mad " as one confounded in a maze of mis- 
chief." 

Mr. Bullen's 3 estimate of Marston's style leaves little to be 
said. The quotations from Seneca and the talk of Nemesis 

1 n, 2, pp. 137, 138. IV, 1, passim. 2 IV, 1. 

• The Works of John Martton. Edited by A. H. Bullen, B. A. Vol. 1. 
Introduction, pp. xxvi and xxvii. 
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as well as an occasional verbal similarity recall the Spanish 
Tragedy ; like Kyd, too, Marston shows a fondness for coup- 
ling heaven and hell, for figures dealing with storms, ship- 
wreck, prodigies, and for violent metaphors in general. In 
the main, however, the style of the two parts of Antonio and 
Mellida is decidedly individual. The scene between Andrugio 
and Lucio, 1 quoted by Charles Lamb, shows the style at its 
best; and any page will furnish examples of its peculiar 
atrocities. There is no question that it is strained, affected, 
and ranting to the last degree ; there is also no question that 
it is often vividly and picturesquely imaginative. 

So far as our analysis has gone, this imaginative style seems 
Marston's most original contribution to the revenge tragedy 
type. In plot, motives, characterization, and even in indi- 
vidual scenes and situations, Antonio's Revenge follows most 
closely after the old models. It is not, indeed, likely that 
Marston thought he was following as closely as" our analysis 
has indicated. He was a young man of twenty-four, who had 
already made a considerable poetical reputation 2 by his satires ; 
and a certain bombastic confidence in these plays adds to one's 
suspicion that he thought he was doing something noteworthy. 
"Very likely he felt that he was replacing the old rant with a 
lofty and tragic poetic diction. That this diction was some- 
what deliberately acquired, is manifest from the closeness with 
which it is modelled. Mr. Cunliffe 3 has pointed out Marston's 
obligations in detail and concludes that " of all Elizabethan 
dramatists, Marston owed the most to Seneca and was the 
readiest to acknowledge his indebtedness." In this reflective 
philosophy we may further note a distinct development of 
the revenge play. Consciously forming himself on Seneca, 
Marston seems to have endeavored to secure at least the 
appearance of profundity of thought. 

1 Antonio and Mellida. Part 1. Ill, 1. 

* See Bullen's edition of Marston. Vol. 1. Introd., p. xxiv seq. 
8 The Influence of Seneca on Elizabethan Tragedy. J. W. Cunliffe, London, 
1893, p. 68 seq. 
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In addition to a new tragic diction and a profounder moral- 
izing, Marston shows some distinguishable development of the 
material and construction of the revenge type of play. There 
are, indeed, evidences * that he thought he was changing the 
old methods of action more radically than we can perceive. 
Among his perceptible alterations are the confining of the 
comic element to the by-play of Balurdo and the presentation 
of the chief characters more entirely in the tragic play of 
crime and horror. The development of Antonio's character 
and of the ghost scenes have also been noticed. Further, in 
the emphasis placed on the romantic love story and on the 
other hand, in his style of accumulating horrors and melo- 
dramatic stage effects, Marston may fairly be said to mark a 
step in the progress from Kyd to Webster. 

The contributions to the development of the drama are not 
intrinsically of much importance. For us the style is still 
pretentious rant; the philosophy borrowed commonplaces; the 
revenge tragedy an impossible convention. Antonio's Revenge 
is certainly not a great artistic achievement ; but after looking 
at it so long as a stage production, we may in closing look 
at it a moment as an artistic effort. Emphasis may well be 
placed on those qualities which indicate a serious and ambi- 
tious effort to give poetical expression to the thoughts and 

1 Introduction to A. and M., 1st part. Matzagente, " a modern bragga- 
doch," is thus ridiculed : 

" Rampum, scrampum, mount tufty Tamburlaine ! 
What rattling thunderclap breaks from his lips?" 

In A. R., II, 2, Antonio says: 

" Madam, I will not swell like a tragedian." 

Again, A. R., I, 2, Pandulpho asks : 

" Would'st have me cry, run raving up and down 
For my son's loss? Would'st have me turn rank mad 
Or wring my face with mimic action ; 
Stamp, curse, weep, rage, and then my bosom strike ? 
Away, 'tis aspish action, player-like." 

Marston seems to be ridiculing the extravagancies of passion which his 
own work exhibits in abundance. 
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passions which arise from the most dreadful situations. We 
may recall how distinctly Marston avowed such a serious and 
ambitious purpose in the prologue he addressed to his London 
audience. 

" Therefore we proclaim, 

If any spirit breathes within this round, 

Uncapable of weighty passion — 

As from his birth being hugged in the arms 

And nuzzled twixt the breasts of happiness — 

Who winks and shuts his apprehension up 

From common sense of what men were and are, 

Who would not know what men must be — let such 

Hurry amain from our black visaged shows : 

We shall afright their eyes. But if a breast 

Nail'd to the earth with grief; if any heart 

Pierced through with anguish pant within this ring; 

If there be any blood whose heat is choked 

And stifled with true sense of misery ; 

If ought of these strains fill this consort up — 

They arrive most welcome." 1 

With this declaration of his in mind, we may remember how 
Marston tried to give words to reflections on life's mysteries, 
to the fierce pressure of a sense of wrong and evil, to the wild 
outpourings of a mind driven almost to madness. We may 
at least say that the old revenge situation vividly impressed 
the imagination of an Elizabethan poet before it found final 
expression from the genius of Shakspere. 



VI. The Hamlet op the First Quarto. 2 

We are to examine the first quarto on the hypothesis that 
it represents a transition play, Shakspere's partial revision of 
the original Hamlet. Such an examination will supply some 
additions to our reconstruction of the old play from the Fra- 
tricide Punished and will also point to some additions and 

1 Prologue to Antonio and Mellida. Part n. 

2 New Variorum Edition of Hamlet. Vol. n. Appendix. All line num- 
bers refer to this text. 
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alterations which are almost certainly Shakspere's. Any 
separation of his work from that of an earlier author must, 
however, be performed with diffidence and a full appreciation 
of its conjectural nature. The text of Q x is often so imper- 
fect that it is devoid of any literary individuality, and any 
particular passage may often be regarded either as a mangled 
rendering of Shakspere's phrasing or as a survival from the 
old author. Moreover, we have no sure canon for determin- 
ing either Skakspere's work or the original author's. The 
final Hamlet, to be sure, is Shakspere's, but much in that is 
surely a survival from the old play, and even bits of phras- 
ing, which we have come to look upon as entirely character- 
istic of Shakspere, may conceivably be from the old author. 
For a canon of the latter's work, we are still more at a loss, 
since we have not gone to the extent of accepting Sarrazin's 
conjecture that Kyd was the author. Still further, a difficulty 
is presented in analysing Qj by the possibility that the wretched 
text may present not merely Shakspere's partial revision but 
emendations by players or other material additions. Despite 
these difficulties the work of Shakspere seems to me in certain 
instances to be clearly separable from that of his predecessor. 
Intricate questions of authorship are, indeed, unimportant for 
our purpose. However imperfect it may be, the first quarto, 
according to our hypothesis, represents a play acted on the 
London stage, and represents its plot, scenes, and situations 
well enough to supply us with the material for our exami- 
nation. 

The plot is from the early Hamlet. It coincides in the 
main with that of the Fratricide Punished, the important 
additions being the scene at Ophelia's grave, the grave-diggers 
scene, and the interviews between Hamlet, Rosencrantz and 
Guildenstern. Hamlet's stratagem upon these gentlemen fol- 
lows the story in Belleforest. The action is practically that 
of the final Hamlet. There are some important differences, 1 

1 Most important, perhaps, is the introduction of the scene in which 
Hamlet repulses Ophelia in the middle of Act II, scene 2 of Qi. 



170 ASHLEY H. THOBNDIKE. 

which will be noticed in our discussion of the final Hamlet, 
but in the main the play presents the same events, the same 
order, and the same catastrophe as the final Hamlet. 

Our examination of Qi, therefore, has a value altogether 
apart from our hypotheses in regard to the different Hamlets. 
It is in fact an examination of the plot, scenes, and situations 
of the final Hamlet, in connection with the Spanish Tragedy 
and Antonio's Revenge. 

All the motives of the Spanish Tragedy, Antonio's Revenge, 
and the early Hamlet reappear ; and although they receive a 
treatment very different from the comic rendering of the Ger- 
man version, it does not differ greatly from that of the Span- 
ish Tragedy and therefore probably not greatly from that of 
the early English Hamlet. I. Revenge remains the dominant 
motive, but a comparison with Antonio's Revenge as well as 
with the Fratricide Punished will convince anyone that the 
hero is less blood-thirsty and the ghost more dignified than 
they could have been in the old play. This softening of the 
revenge motive may certainly be credited to Shakspere, but 
with all this softening the treatment differs little from Kyd's 
or Marston's. II. Insanity has none of the rudely comic 
treatment of the German play and little of the comic possi- 
bilities of the Spanish Tragedy. Ophelia's insanity points 
back to the early play and the Spanish Tragedy. Hamlet's 
madness is more pronounced than in the final version and, 
perhaps, less surely devoid of comic elements than that of 
Antonio. IV and V. The intrigue and slaughter are surely 
survivals of the old play. They reappear with their former 
prominence, but Shakspere seems to have added nothing to 
them. VI. The reenforcement of the principal by similar 
secondary situations reappears in the story of the revenge of 
Laertes for his father ; and (VII) the passion of the king for 
the queen supplies another motive similar to that found in 
Antonio's Revenge. So far as the dramatic motives go, the 
play closely resembles the Spanish Tragedy and Antonio's 
Revenge as well as the old Hamlet, and shows no marked 
development by Shakspere. 



Hamlet, I, 2, 129. 


Qi 1. 195. 


" I, 5, 92. 


Q! 1. 535. 


" II, 2, 575. 


Q, 1. 1108. 


" III, 1, 56. 


Q, 1. 815. 


" III, 2, 406. 


Q, 1. 1405. 


" III, 3, 76. 


Q, 1. 1425. 


(in Q«, not in Folio) 




Hamlet, IV, 4, 31. 


Not in Qi. 
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Like the Spanish Tragedy and Antonio's Revenge, and, in 
all probability like the old Hamlet, the first quarto is a play 
of soliloquies. To what extent they represent Shakspere's 
work and to what extent that of the early author, can only 
be determined by comparing them with the soliloquies of the 
final Hamlet. The following enumeration will be convenient. 

1. O that this too too solid flesh. 

2. O all ye host of Heaven — 

3. O what a rogue and peasant — 

4. To be or not to be — 

5. 'Tis now the very witching — 

6. Now might I do it pat — 

7. How all occasions do inform — 

Mr. Richard Grant White has indicated reasons for sup- 
posing that one and four are corrupted copies of soliloquies 
already in the final form of Q 2 . x At all events, like much of 
the two first acts, they read like a corrupted form of Shak- 
spere's work. 2 The second and third soliloquies present by 
no means so corrupt a text and seem to me likely to be as 
near the early as the final Hamlet. The fifth and sixth solilo- 
quies, one may hope, follow the old originals in matter, and 
their form in Q x certainly does not recall Shakspere. 3 The 
fine seventh soliloquy does not occur in Q x . Only in the first 
and fourth, then, is there much evidence of Shakspere's work. 
In the less corrupted four remaining soliloquies there is nothing 

1 The Two Hamlets. Atlantic Monthly, October, 1881. Keprinted in the 
Bankside Shakespeare. Vol. XI. 

*In Qi in soliloquy four, Hamlet is introduced "pouring upon a book" 
just as Hieronimo and Antonio enter reading when they begin their solilo- 
quies. The appearance of this theatrical convention (which is not in Q«) 
suggests that it may go back to the early Hamlet and that the soliloquy 
may have had an original form in the early play. In any case this intro- 
duction of the soliloquy by Hamlet's reading is probably not as Mr. White 
took it, a ridiculous mistake of a " Fluellen of Pirates." Cf. Bankside 
Shakespeare. Vol. XI, p. cxxxiv. 

3 Even the addition in Q», " 'Tis now the very witching time of night," 
etc., is a bit of conventional phrasing, if not suggested by the old play. 
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that might not be ascribed to a poet of Kyd's rank. The evi- 
dence seems to indicate that Shakspere was revising the solilo- 
quies of the early play but had given only the first and fourth 
anything like the final phrasing of the second quarto. 

As in the other revenge plays these soliloquies are not 
altogether reflective in character, nor do they monopolize all 
the reflective element. In Q, 1? however, there is very little 
philosophy outside of the soliloquies. How little Shakspere 
had yet done in developing the reflective element of the old 
play, appears from Knight's list of reflective and didactic 
observations in the final Hamlet which do not appear at all in 
Q,!. 1 On the whole, 2 the reflective element in the first quarto 
bears out the hypothesis that the play represents a transition 
stage. There are few signs of the phrasing of the final ver- 
sion and little that may not probably have had its origin in 
the early play. So far as Shakspere had developed the reflec- 
tive element, he had followed the traditions set by Kyd and 
Marston. 

In examining the situations, we will first take those which 
our examination of Fratricide Punished has assigned to the 
old Hamlet and note the parallels in the Spanish Tragedy and 
Antonio's Revenge. The ghost scenes follow the outline of 
those in Fratricide Punished. The two appearances of the 
ghost to soldiers on the watch ; 3 the soldier's report to Hora- 

1 Knight's Introductory Notice to Hamlet, quoted in the New Variorum. Edi- 
tion of Hamlet. Vol. II, p. 18. 

2 Another passage may he noted. The passage in the final Hamlet begin- 
ning, " I have of late — but wherefore I know not — lost all my mirth," 
appears in Qi (11. 958-961 ) in this form : 

" Yes, faith, this (great) world you see contents me not, 
No nor the spangled heavens, nor earth, nor sea, 
( No) nor man that is so glorious a creature, 
Contents not me, no nor woman too, though you laugh." 

The two omissions indicated and a slight change in the fourth line make 
this into blank verse of a sort. One may surmise that the shorthand reporter 
was trying to transcribe verse. He could hardly have been listening to or 
recalling Shakspere's prose. 

3 Q, 1.33 and 1.94. J 7 . P., 1, 1 and 2. 
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tio; 1 the interview of the ghost with Hamlet just after the 
clock has struck twelve 2 and the trumpets have sounded the 
carousal within ; 3 the ghost's story of the king's guilt and 
objurations to revenge; 4 Hamlet's avowal of revenge 5 and 
later his determination to put an antic disposition on ; 6 the 
swearing on the sword, 7 the voice of the ghost in the cellar- 
age 8 — all these were parts of the old play and many of them 
are paralleled in the Spanish Tragedy and Antonio's Revenge. 
So, too, the appearance of the ghost in his night-gown, dur- 
ing Hamlet's talk with his mother, belongs to the old play 
and is paralleled in Antonio's Revenge. 9 The comic element 
of the ghost in the German play has disappeared, but judging 
from the other revenge plays, that probably formed no part of 
the old Hamlet. The omission of the cry " Hamlet, revenge !" 
which was prominent in the old play, indicates that the part 
of the ghost was altered ; and the dignified and poetical nature 
of the ghost in Q,j is doubtless due to Shakspere. The ghost 
scenes in Act I are, in fact, practically the same as in the final 
play. 

The play within the play with its dumb show 10 and pre- 
ceding talk and advice to the actors, 11 must have had its pro- 
totype in the old Hamlet and is paralleled in the Spanish 
Tragedy. 12 

1 Qj 1. 30. P. P., 1.3. 'Q, 1.402. P. P., I, 4. A. P., III, 1. 

3 Q, 1.401. P. P., 1, 4. *Q, 1.466 seq. P. P., 1, 5. 4. P., 111,1. 

6 Q, 1. 490. F. P., I, 5. A. P., Ill, 1. S. T., IV, p. 124. 

•Qi 1. 612. F. P., I, 6. S. T., IV, p. 124. 

'Qi 1.691. P. P., I, 6. & T., II, 41. 

8 Q, 592 seq. P. P., I, 6. A. P., Ill, 1. 

»Q, 1.1501. P. P., Ill, 6. A. P., Ill, 2. 

10 Q, 1. 1260 seq. P. P., II, 8. S. T., V, end. 

11 Q, 1. 1018 seq. P. P., II, 7. S. T., V, p. 152. 

12 One or two verbal similarities may be noticed. In the Fratricide Pun- 
ished (II, 9), Hamlet tells Corambus: "Their theatre is a little world 
wherein they represent nearly all that happens in the great world." Ap- 
parently the original Hamlet contained some passage to suggest the lines in 
Qi(1084): 

" I tell you they are the chronicles 
And brief abstracts of the time." 
4 
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Most of the Ophelia scenes probably follow the old play 
pretty closely. The parting scene with Laertes is suggested 
in the German play and paralleled in Jeronimo. 1 The scene 
in which Ophelia is used as a decoy to discover the secret of 
Hamlet's madness is found in the German play and may even 
contain some of the comic element of the old rendering. 2 The 
insane scenes are from the old play, 3 and the queen announces 
Ophelia's death as in the old play, and with a long speech as 
in Antonio's Revenge} Just how far Shakspere had changed 
these scenes, it is impossible to say ; they are incoherent and 
imperfect, but at the same time they seem to me about as 
coherent as similar scenes in Elizabethan plays. 5 They cer- 
tainly have little of the surpassing pathos of the final version, 
though they contain nothing which does not reappear in the 
second quarto. The matter is the same but the arrangement 
is altogether different — facts which may suggest to some that 
the scenes in Qa are only garbled versions of scenes to which 
Shakspere had already given the final form of Q, 2 - On the 
other hand, the different arrangement may be a part of Shak- 
spere's remodelling, and the immodest songs and the resem- 
blances to the Fratricide Punished may fairly be taken to 
indicate that in the play represented by the first quarto these 
scenes were nearer to the original play than to Shakspere's. 

The lines in Q, (1356) : 

" And if the king like not the tragedy, 
Why then belike he likes it not, perdy." 

recall these in the Spanish Tragedy ( V, 1, p. 190) : 

" And if the world like not this tragedy 
Hard is the hap of old Hieronimo." 

" Comedy " is substituted for " tragedy " in the final Hamlet. In this con- 
nection it may be mentioned that the allusion to feathers in the actors' hats 
in Hamlet (III, 2, 85) occurs in F. P. (II, 7). 

1 Q, 1. 329 seq. F. P., I, 7. Jer., I, 2. See also Atheist's Tragedy, I, 2. 

'Q! 1. 837 seq. F. P., II, 4. See Mr. Corbin's The Elizabethan Hamlet. 

*F. P., Ill, 9, 11. IV, 7. Cf. S. T., pp. 94 ff., 154 ff. 

*Q, 1.1822. F. P., V, 6. A.B., IV, 1. 

6 For an example of the mad girl ante-dating Qi, see Lyly's A Woman in 
the Moon, Act V, where Pandora sings and talks incoherently and childishly. 
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The scene in which Hamlet refuses to kill the king is in the 
German play and is paralleled in Antonio's Revenge. 1 The 
succeeding scene between Hamlet and his mother 2 differs in 
an important respect from Q 2 - ^ n Qi the queen agrees to 
join him in his revenge, as Maria joins Antonio and Bell' 
Imperia joins Hieronimo. 3 The final scene with its duel and 
poisoned drinks and change of swords can hardly differ much 
from the old play, and in its accumulation of deaths and final 
dead march resembles the final scene in the Spanish Tragedy. 
The killing of Polonius, 4 resembling Antonio's murder of 
Julio, 5 the joking with a braggart gentleman (Osric), 6 the 
business of the two pictures, 7 and the ambassador scenes, 8 more 
like those in Jeronimo than those slightly outlined in the Ger- 
man play — all are from the old play. The banquet and tri- 
umph, 9 the allusions to the wearing of black, 10 the premonition 
of disaster, 11 are also in the German play ; and bits of stage 
business like the striking of the clock 12 and the reading of 
a book 13 before a soliloquy are common enough in revenge 
plays. 

So much for scenes and situations which can be traced back 
to the old Samlet through the medium of the German play ; 
these are so numerous that they warrant a presumption that 
scenes not to be found in the Fratricide Punished were also 
taken from the old Hamlet. There is some direct evidence to 
strengthen this presumption. The scene at Ophelia's grave 
bears a slight resemblance to the passage in Belleforest where 
Hamlet appears at his own funeral. 14 It may either have 
occurred in the old Hamlet or have been first suggested to 
Shakspere by Belleforest. The former alternative is strength- 

!Q, 1.1424 seq. F. P., Ill, 2. A. B., 111,1. 

• Qi 1. 1445 seq. 3 A. B., Ill, 2. S. T., V, 144 seq. 
4 Q, 1. 1457 seq. * A. B., Ill, 1. 

< Q, 1. 2017 seq. ' Q l 1. 1469 seq. 

* Q, 1. 140 seq. ; 1. 727 seq. 9 Q,y 1. 140 ; 1. 2056. 
10 Q, 1. 173 seq. u Q, 1. 2050 seq. 

12 Q, 1.400. 13 Q, 1.809. 

" Cf. Corbin's The Elizabethan Samlet, p. 15. 
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ened by the funeral scenes in Antonio's Revenge and by the 
brutality and catholic coloring of the scene. So, too, the 
scenes involving Rosenc'rantz and Guildenstern may have been 
derived from Belleforest through the medium of the old play. 
The scene with the grave-diggers, on the contrary, has no 
parallel so far as I know, and must be credited to Shakspere's 
invention. 

Of the characterization and style of the transition play, few 
conclusions can be drawn from the mangled text. All the 
important characters must have been drawn in the rough in 
the old play, but just how much they had been altered by 
Shakspere, cannot be decided. Hamlet has the qualities we 
have found in Hieronimo and Antonio, and in so much he 
may have been outlined in the old play. In the first act 
his sense of overpowering evil is, indeed, given almost final 
vitality, but in general his reflections, his madness (more pro- 
nounced than in Q 2 ), and his irony reveal only the familiar 
revenge hero, here and there retouched by Shakspere's phras- 
ing. After the first two acts the play can hardly be said to 
possess any style. Passages, however, seem nearer the style 
of an earlier writer than of Shakspere in 1601. Sarrazin has 
noted certain similarities to Kyd, and the abundance of rhym- 
ing couplets surely points to an old play. 1 

Finally, out of the perplexities involved in discussing the 
first quarto, we may come to a few definite conclusions. The 
quarto, representing an old play retouched by Shakspere, 
shows few variations from the revenge plays then in vogue. 
So far as Shakspere had retouched it he had made it far more 
poetical, more artistic than its predecessor ; he had replaced a 
ranting ghost with a dignified ghost and had begun to give 
the reflective passages a phrasing that should make them ever 
significant. He had not added to the intrigue and murders, 
but he had not lessened them. He had retained practically 
all the scenes and situations of the old play and had intro- 
duced no considerable changes in its leading motive or its 

1 Cf. Boas., xlix seq. 
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general character. So far as the old play reappears, it seems 
to have been a companion piece to the Spanish Tragedy ; and 
unless we are altogether mistaken in connecting the first 
quarto with the original play, it shows that Shakspere was 
working in response to theatrical necessities, and that he 
frankly accepted a current conventional form. Not only may 
the Hamlet of 1601-2 have seemed to the spectator to be little 
more than a partial revision of a popular old play, it may 
also have seemed very like the old Spanish Tragedy and the 
new Antonio's Revenge, 

VII. Ben Jonson's Additions to the Spanish 
Tragedy. 

The Additions 1 are distinct from the rest of the play and 
can be summarized and numbered for convenience in discussing 
them. 

1. Act II, pp. 56-59. Scene between Isabella and Hieronimo after find- 

ing the body of Horatio. 

2. Act III, pp. 70-71. Hieronimo's conversation with Lorenzo is enlarged. 

3. Act IV, p. 103. A long speech by Hieronimo is added to the scene 

with the Portuguese. 

4. Act IV, p. 113. Scene between Hieronimo and two servants. 

5. Act IV, p. 117. Scene with the painter, beginning with his entrance. 

6. Act V, p. 166. Hieronimo and the two kings after the murders 

[really two passages]. 

These additions do not represent a revision or recasting of 
the plot, in fact they affect the proportion and movement of 
the drama rather for the worse. They present few new situ- 
ations, although two show notable resemblances to those in 
other plays. In the fourth addition Hieronimo is running 
about at night when Isabella enters in search of him and begs 

1 Hazlitt's edition of Dodsley's Old Plays, Vol. 5, to which page numbers 
refer. These additions are in a style very different from that of Jonson's 
comedies written at about the same time (1601), hence some have ques- 
tioned his authorship. The evidence of Henslow's diary, however, seems 
decisive. 
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him to come in doors ; so Maria follows and entreats Anto- 
nio. 1 Again, the scene with the painter whom Hieronimo 
asks if he can paint a tree or a wound — and " Canst paint a 
doleful cry?" — must have been suggested by the scene between 
a painter and Balurdo in Antonio and Mellida? The greater 
part of the additions deal with Hieronimo, and the develop- 
ment of his part seems to have been their main purpose. His 
irony is increased and made more effective ; his reflections are 
more elaborate and more pregnant ; and above all, his mad- 
ness gains enormously in reality and intensity. His madness, 
indeed, receives a disproportionate development ; throughout 
the additions he is either insane or on the verge of insanity ; 
throughout Jonson is picturing a mind diseased by grief, 
sometimes conscious of life's unrelaxing pain and again lost 
in frenzied delirium. Let us look at Johnson's work with 
these three points in mind, his development of the irony, the 
reflective element, and the madness. 

The first addition is occupied with Hieronimo's ravings. 
He cries out that "Horatio must be living yet," sends Jacques 
to look for him, and asks Pedro whose the body is. Isabella 
thinks him mad and tries in vain to quiet him, while he calls 
on night and death to fall upon him. 

" Gird in my waste of grief with thy large darkness, 
And let me not survive to see the light 
May put me in the mind I had a son." 

In the few lines of the second addition there is a telling 
increase in Hieronimo's irony. Lorenzo says : 

" Why, so, Hieronimo, use me." 

He replies : 

" Who, you, my lord ? 
I reserve your favor for a greater honor. 
This is a very toy, my lord, a toy." 

1 A. B., Ill, 1. 

2 A. and M., V, 1. The resemblance is unmistakable, but Johnson's 
treatment is so much more elevated and elaborate that one would say the 
scene in Antonio and Mdlida was a burlesque on Jonson. The evidence, 
however, is decisive that Antonio and Mdlida was the earlier. 
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And later : 

"In truth, my lord, it is a thing of nothing: 
The murder of a son or so — 
A thing of nothing, my lord ! " 

The third addition consists of a long meditative speech. A 
few lines will show how vital the meditative mood becomes 
in Jonson's picture of the care-burdened, bewildered mind. 

" My son ! and what's a son ? 
A thing begot within a pair of minutes — thereabout, 
A lump bred up in darkness, and doth serve 
To balance those light creatures we call women : 
And, at nine months end, creeps forth to light. 
What is there yet in a son, 
To make a father doat, rave, or run mad ? 
Being born, it pouts, cries, and breeds teeth. 
What is there yet in a son ? 



Well, heaven is heaven still ! 

And there is Nemesis and furies, 

And things called whips ; 

And they sometimes do meet with murderers ; 

They do not always escape, that's some comfort 

Ay, ay, ay, and then time steals on, and steals, and steals 

Till violence leaps forth, like thunder, wrapp'd 

In a ball of fire, 

And so doth bring confusion to them all." 

The meditation on revenge, it will be seen, was made imagina- 
tively vital by another besides Shakspere. 

The fourth addition represents Hieronimo " much dis- 
traught," "lunatic and childish," 

" So that with extreme grief and cutting sorrow 
There is not left in him one inch of man." 

He enters seeking vainly for his son and starts at the sight 
of the servants, crying " sprights ! sprights ! " "When they 
try to soothe him, he cries : 

" Villain, thou liest and thou dost nought 
But tell them I am mad ! Thou liest, I am not mad 1 
I know thee to be Pedro, and he Jacques 
I'll prove it to thee ; and were I mad, how could I ? " 
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The fifth addition, the scene with the painter, is perhaps 
the most notable of all. He, too, had a son who was mur- 
dered ; and Hieronimo cries : 

" I had a son 
Whose least unvalued hair did weigh 
A thousand of thy sons; and he was murdered." ' 

Again in words which recall Hamlet's " the end is silence," 
Hieronimo cries : 

"O, no, there is no end: the end is death and madness." 

Throughout the scene, to quote Mr. J. A. Symonds ; " There 
is a lionine hunger, blunt with pathetic tender-heartedness, a 
brooding upon ' things done long ago and ill done,' an alter- 
nation between lunacy and the dull moodiness of reasonable 
woe, which brings the old man vividly before us." 2 Or to 
use the cant phrases of our analysis ; in spite of the fantastic 
character of the scene, the meditative and insane elements in 
the avenger's character are made impressively human. 

The sixth addition depicts the maddened old man's exultant 
revenge. It further illustrates Jonson's development of the 
irony. The two kings are mourning over their murdered 
sons — " But are you sure they are dead ? " asks Hieronimo — 
" What, and yours too ? " 

" Nay, then I care not ; come, and we shall be friends : 
Let us lay our heads together. 
See, here's a goodly noose will hold them all." 

If this hasty examination fails in making our three points 
clear, a reading of the entire scenes will surely convince any- 
one of the increase in meditative speculations, and in irony, 

1 Symonds suggests that Shakspere was thinking of this retort when he 
wrote. 

" I loved Ophelia ; forty thousand brothers 
Could not with all their quantity of love 
Make up my sum." 

Shakespeare's Predecessors, p. 498. 

2 Shakespeare's Predecessors, p. 494. 
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and of the extraordinary vividness in the treatment of mad- 
ness. When we come to the final Hamlet we shall find that 
among other things these were precisely the developments 
which Shakspere made to the early Hamlet} For the present 
these additions of Jonson show that a great poet was working 
with the same ideas and the same situations which Kyd and 
Marston and Shakspere had handled. Jonson did not suc- 
ceed in making a great drama out of the Spanish Tragedy ; 
he added a few situations and supported others without im- 
proving the structure of the play ; but he made the part of 
Hieronimo notable in both thought and expression. Here, 
more distinctly than in Antonio and Mellida, we have evi- 
dence that the demand of the theatre for revenge plays was 
accompanied by an imaginative impulse in the poets of the 
time which attempted a new treatment of madness, a rehabili- 
tation of the crude ravings of old Hieronimo and Hamlet in 
a form distinctly more intellectual, more vitally human, and 
of immensely greater imaginative power. 



VIII. Hoffman. 

Professor Delius submitted Hoffman to a careful examina- 
tion in an essay published in 1 874, 2 and concluded that it was 
Henslow's rival production to Shakspere's Hamlet. In sup- 
port of the view that as a rival it was to a large extent 
an imitation of Hamlet, he cited a number of parallelisms. 
According to our chronology, Hoffman preceded the final 
Hamlet, and was almost exactly contemporary with the Ham- 

1 1 think it is owing to this fact that passages here and there in Jonson's 
additions recall Hamlet. I doubt if there was specific imitation or even 
reminiscence on either side. 

2 " Chettle's Hoffman und Shakspere's Hamlet." Nicolaus Delius. Shake- 
speare Jahrbueh, IX, 166 ff. 1874. Reprinted in Abhandlungen zu Shakspere, 
Elbenfeld, 1878. R. Ackermann, in a careful edition of the play, has also 
briefly considered the connection between the two plays and agrees with 
the conclusion of Delius. The Tragedy of Hoffman. Bamberg, 1894. 



182 ASHLEY H. THOENDIKE. 

let of the first quarto ; and further, most of the action of the 
first quarto must have been familiar for years on the Eliza- 
bethan stage in the original Hamlet. Whatever parallelisms 
exist between Hoffman and Hamlet would consequently indi- 
cate an indebtedness to the original play or to Shakspere's 
first revision and not to the final version. Whatever chro- 
nology or hypotheses, however, may be adopted, the conclu- 
sions of Delius cannot be accepted, for he made no distinction 
between the three forms of Hamlet, assuming that everything 
in the final version is indubitably Shakspere's. In examining 
Hoffman, then, we are obliged to attempt a new discussion of 
the parallelisms which he noted. 

He further supported his conclusion that Chettle imitated 
Shakspere by citing numerous parallelisms between Hoffman 
and some of Shakspere's early plays. In regard to this argu- 
ment it may be said that there is an a priori probability that 
Chettle imitated Shakspere's early work and particularly that 
he adopted situations already used by Shakspere. Chettle 
was a hack-writer, working with such dramatic material as 
was common to the stage ; he was doubtless ready to borrow 
where he could, and was influenced by Shakspere * even more 
perhaps than by other dramatists. In our discussion it will 
be impossible to consider Chettle's indebtedness to his con- 
temporaries, except as such indebtedness directly affects the 
revenge type. 2 

1 The fact that the closest parallelisms exist with King John and Titui 
Andronicus suggests that Chettle was in the main using old conventions. 
The trouble with the arguments of Professor Delius is that he constantly 
relies on the assumption that whenever the slightest parallelism occurs 
between Shakspere and another writer it indicates imitation of Shakspere. 
For example, note his induction from the fact that in Hoffman Lorrique 
proposes to strangle the duchess with a napkin — "This almost justifies the 
conjecture (lasst beinahe vermuthen) that in December, 1602, when Chettle 
was writing his drama, Shakspere's Othello may have been on the stage." 

2 The use of disguises in the play is paralleled in many earlier plays, and 
the disguise of a hermit seems probably suggested by two plays in which it 
served an important part, the Blind Beggar of Alexandria, and Look About 
You. 
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Hoffman, or A Revenge for a Father? has its scene in Ger- 
many. 2 Hoffman's father has been killed by means of a red- 
hot iron crown and his body hung up on a gallows. Hoffman 
has stolen the skeleton, and the play opens with his speech 
to this " sweet hearse " and his avowal of vengeance. Otho, 
son of the murderer, is shipwrecked near Hoffman's cave and 
is killed by Hoffman with the burning crown. Hoffman 
takes Lorrique, Otho's servant, as an accomplice and proceeds 
to Heidelberg, where he passes himself off as Otho, and the 
Duke Ferdinand adopts him as his son in place of the booby, 
Jerome. By one trick and another Hoffman now proceeds to 
kill all who have any of the blood of his father's murderers 
in their veins. Ferdinand and Jerome are poisoned ; the 
Duke of Austria and his son Lodowick are killed, the first in 
a broil and the latter by his own brother through Hoffman's 
deception. Lucibella, betrothed to Lodowick, is wounded at 
the same time and becomes insane. Hoffman's career of 
revenge is now checked by his falling in love with Martha, 
mother of the murdered Otho. By a false account of Otho's 
death, he induces her to acknowledge him as her son and then 
proceeds in his wooing to the neglect of revenge. He finds 
time, however, to put the accomplice out of the way. Mean- 
while, in her wanderings, Lucibella has stumbled upon Hoff- 
man's cave and found the body and clothes of Otho. This 
leads to a detection of Otho's murder and Hoffman's identity ; 
Martha is used as a decoy, and Hoffman is trapped and killed 
by the red-hot crown. 

Manifestly this plot differs widely from that of any of the 
revenge plays yet considered. The most apparent differences 
are in the character of the hero, the method of his revenge, 

1 The Tragedy of Hoffman, etc. London, 1831. First quarto. The Trag- 
edy, etc., ed. Richard Ackermann. Bamberg, 1894. Line references are 
given to Ackermann's edition, but my quotations were taken from the first 
quarto, with some obvious corrections and modernizing I have not seen 
the edition of 1851 by H(enry) B(arrett) L(ennard). It is described and 
frequently quoted by Ackermann. 

2 The sources have not been determined. See Ackermann, xvn. 
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and the omission of the ghost. The principal motives of the 
other plays, however, reappear, although with considerable 
modification. (I) The revenge motive is dominant, but there 
is no ghost to direct the revenge. (II) The hesitation motive 
reappears; but the hesitation is not due to a tendency to 
reflection and an overburdening sense of the obligation to 
revenge; it is due to the passion for Martha, and a large 
portion of Hoffman's revenge has been accomplished before 
Martha appears on the scene. (Ill) Insanity appears in the 
pathetic situation of Lucibella, but there is neither real nor 
feigned insanity in Hoffman's case. (IV) Intrigue is an even 
more important element than in the other plays. Deceit, dis- 
guise, dissimulation are constantly at work. (V) Slaughter, 
too, reigns supreme. Poison, stabbing, and the red-hot crown 
make away with seven of the dramatis personae. (VI) Hoff- 
man's situation is soon brought into contrast with that of his 
victims, and we have too plots of revenge — Hoffman seeking 
revenge for his father, and everyone else seeking revenge on 
Hoffman. (VII) Hoffman's passion for the mother of his 
victim, similar to that of Piero for Maria in Antonio's Re- 
venge, is a prominent motive. 

The play has little of the reflective element so prominent 
in Antonio's Revenge and Hamlet. Hoffman has a number 
of soliloquies, but they are mainly bragging speeches and have 
none of the philosophizing which characterizes Hieronimo, 
Antonio, and Hamlet. The nearest approach to the conven- 
tional reflective soliloquy is by Martha, who, after reading 
Latin verses, moralizes in this fashion. 

" 'Tis true ; the wise, the fool, the rich, the poor, 
The fair, and the deformed fall ; their life turns air; 
The king and captain are in this alike, 
None have free hold of life, but they are still 
When death, heaven's steward, comes tenants at will. 
I lay me down and rest in thee, my trust. 
If I awake never more till all flesh rise, 
I sleep a happy sleep ; sin in me dies." x 

^V, 1617 ff. 
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One other soliloquy, Hoffman's opening speech, 1 reminds one 
of Hamlet's speech (I, 1), but Hoffman's speech has equal 
resemblance to those of Hieronimo and Antonio. It is merely 
the conventional avowal of revenge by a son for a father. 
Apart from its character as a soliloquy, its stage directions 
are interesting in showing the usual accompaniments of such 
a monologue 2 

In discussing situations and bits of stage business we will 
first consider those noted by Delius. Hoffman compels Lor- 
rique to swear to be secret and to assist him. 3 Delius notes 
the swearing in Hamlet ; it also occurs in the Spanish Tragedy 
and the Fratricide Punished, and there is a solemn oath taken 
in Antonio's Revenge} Jerome, the fool, supplies, as Delius 
notes, the place taken by Hamlet's "antic disposition." In 
this respect he more closely resembles Balurdo in Antonio's 

" Hence clouds of melancholy ! 
I'll be no longer subject to your schisms. 
But thou, dear soul, whose nerves and arteries 
In dead resoundings summon up revenge, 

[Strikes open a curtain where appears a body.] 
And thou shalt have't, be but appeased sweet hearse, 
Thou dead remembrance of my living father ! 
And with a heart of iron, swift as thought 
I'll execute (it) justly ; in such a cause 
Where truth leadeth, what coward would not fight ? 
Ill acts move some, but mine's a cause of right. 

[Thunder and lightning.] 
See the powers of heaven, in apparitions 
And frightful aspects, as incensed 
That I thus tardy aim to do an act 
Which justice and a father's death excite, 
Like threatening meteors antedate destruction." 

[Thunder.] 
2 The suspended body recalls the corpses exhibited in the Spanish Trag- 
edy, II, p. 52, and V, end ; and the similar exhibition of Feliche's body in 
Anionics Revenge, I, 2. Thunder and lightning interrupt Hoffman's speech ; 
so in Fratricide Punished, HI, 6, it lightens when the ghost comes on the 
stage. 

3 Hoff., 1, 1, 72 ff. 

*S. T., II, p. 41. F. P., I, 6. A.M., IV, 2. 
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Revenge; Chettle follows Marston in separating the comic 
part from the main plot and in using a booby to supply the 
comedy. Like Hamlet, Jerome has "been at Wittenberg, 
where wit grows." 1 Wittenberg is mentioned in the German 
play and in the Historie of Hamblet, so this can hardly be 
taken as evidence of a reference to the later Hamlet. 2 Lor- 
rique's account of the shipwreck 3 reminds Delius of Hamlet's 
account of his voyage, but the resemblance seems only in the 
theme, a favorite one with Elizabethan dramatists. Jerome 
calls on Stilt to sprinkle him with a casting bottle, and so the 
queen wipes Hamlet's face. 4 So in Fratricide Punished, Ham- 
let wipes his face because of the heat, and Phantasmo follows 
suit. 5 There is a constable scene as in Much Ado, Endymion, 
the Spanish Tragedy, and other Elizabethan plays. 6 There is 
a procession bearing off the duke's body, 7 as at the end of the 
various Hamlets, the Spanish Tragedy and most Elizabethan 
tragedies. There are poisoned drinks, as in all the Hamlets 
and Antonio's Revenge. The account of the burial of Otho 
recalls the burial of Ophelia and also the burial of Feliche. 8 
Martha lies down to sleep, 9 and Delius notes the convention 
of sitting down on the stage : this occurs in many plays, so 
also does the business of kissing the earth. 10 Hoffman's treat - 

l Hoff, I, 2,260. 

2 Wittenberg is not infrequently referred to in Elizabethan literature. 
See Lyly's Ewphues, ed. Arber, p. 148 ; and Marston's Faustus, sc. 14. 

3 Hoff., I, 2, 320. See also V, 1720. 

* Hoff., II, 1, 447. Hamlet, V, 2, 305. 5 F. P., V, 3. 

6 Hoff., Ill, 2. Much Ado, III, 3. Endy., IV, 2. S. T., Ill, p. 79. The 
Dumb Knight, Dodsley, X, p. 182. See also the Famous Victories of Henry 
V, sc. 2, and the old Leir, act V. The scene in Hoffman with " the rabble 
of poor soldiers" (III, 2) has a little similarity to the burlesque of Fal- 
staff's army and to the insurrection of Laertes, as noted by Ackermann. 
It is a comic treatment of a popular insurrection such as occurs in Julius 
Gesar and Henry VI, part 2. 

' Hoff., IV, 2, 1556. 

*Hoff, V, 1. Hamlet, Q„ 1. 1962. A. R., IV, 2. 

9 Hoff., IV, 3. 

10 Delius notes King John, III, 1. Cf. S. T., I, p. 21. A. JR., Ill, 2. I, 
A. and M., IV, 1. Hoffman, I, 131 ; III, 1029. 
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ment of the dead body of Lorrique 1 reminds Delius of Ham- 
let's treatment of the body of Polonius. But this is surely a 
relic of the old play, and in none of the revenge plays is any 
courtesy shown to the bodies of enemies. 

These are all the instances of any importance, 2 with the 
exception of the insanity of Lucibella, in which Delius finds 
resemblances between the two plays. In all these the resem- 
blance is probably to the old as well as to Shakspere's Hamlet, 
and often to the Spanish Tragedy and Antonio's Revenge and 
other plays as well. Assuredly these instances make out no case 
for supposing that Chettle borrowed from Shakspere's Hamlet. 

Before considering Lucibella's relation to Ophelia, it will 
be convenient to finish our consideration of the other scenes 
and situations. There are scenes at the tomb of Lodowick 
with tapers burning as at the tomb of Andrugio; 3 Ferdinand 
wears sable ornaments, 4 and Martha reads a book before her 
soliloquy, 5 and Hoffman has the usual premonition of death. 6 
Disguises, plots, poisoned drinks, and stabbing affairs abound 

*Hoff.,V,2. 

2 Ackermann has noted that one of Delius' resemblances rests on a stage 
direction added by H. B. L. in the edition of 1 851. See Ackermann's note 
to 1. 957. Delius also notes the resemblance (certainly, very slight) between 
Lodowick's placing his head on Lucibella's knee and Hamlet's conduct 
before the play, and a few trivial verbal similarities. Ackermann has 
added a number of other verbal parallels (p. xxii) which show the same 
careful observation which he has applied with better effect to his editing 
of the text. A few may be noted to illustrate the absurdities which usually 
result from this kind of criticism. 

"A little more than kin, and less than kind." Hand., I, 2, 65. 
" But thou art even kilt after kind." Hoff., I, 4, 70. 

"And what's untimely done." Haml., IV, 1, 40. 

" In memory of his untimely fall." Hoff., V, 1874. 

The occurrence in both plays of the words " hobby horse " and " strumpet " 
is also noted as an indication of imitation. The latter word in Hamlet is 
applied to Fortune, in Hoffman to Lucibella. The name Lorrique is also 
paralleled with Yorick. As Ackermann says — "Diese Vergleichungen 
liessen sich noch vielfach vermehren." 

3 Hoff., IV, 1. A. B., 111,1. l Hoff, I, 2269. 
6 Hoff., IV, 3. 6 V, 2204. 
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as in the preceding plays. Hoffman's murder of his accom- 
plice recalls the fates of Pedringano and Strotzo; 1 and in the 
audacity, abundance, and childishness of stratagems, the play 
surpasses its predecessors. The scenes in which Hoffman 
attempts the conquest of Martha recall, as Delius states, the 
scene in Richard III, and still more definitely the wooing 
of Maria by Piero. 2 The love scene between Lodowick and 
Lucibella recalls the love scenes between Horatio and Bell' 
Imperia and Antonio and Mellida, though it resembles more 
closely the scene in Midsummer Night's Dream where the lov- 
ers are lost in the woods. 

The insanity of Lucibella is of so much importance in its 
relation to Ophelia that it must be examined at some length. 
She first appears, " through her wounds and grief, distract of 
sense," at the tomb of Lodowick, where Roderick, Mathias, 
and Hoffman have gathered. 3 She talks wildly ; says she is 
going to gather flowers ; refuses to believe her lover is dead ; 
and beats at the door, trying to enter the tomb. Then she 
turns on Hoffman, and in her mad talk hits home at him 
very pointedly. 

" Ay, but a knave may kill one by a trick 
Or lay a plot, or sigh, or cog, or prate, 
Make strife, make a man's father hang him, 
Or his brother, how think you, goodly Prince ? 
God give you joy of your adoption ; 
May not [such] tricks be used?" 

Hoffman retains enough self-possession to say, "Alas, poor 
lady ! " Then she breaks into a song, 4 and after some more 
wild talk takes leave of them. 

1 Hqff., V, 2. S. T., II, p. 85. A. R., IV, 1. 

2 The scene (V, 3) has also, as Delius notes, a close resemblance to the 
scene between Tamora and Aaron. Tilus Andronieus, II, 3. 

3 Hoff., IV, 1. The reference to flowers recalls Ophelia in the German 
play as well as in the HamleU of the quartos. Cf. also S. T. t IV, p. 94. 
Cf. Ackermann, p. xxii. 

4 [sings] " I'm poor and yet have things 

And gold rings, all amidst the leaves green, a — 
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. . . . " I'll run a little course 

At base or barley break, or some such toy 

To catch the fellow and come back again." 

The lines recall Ophelia's chasing Phantasmo in the Fratri- 
cide Punished ; l and as the queen there describes Ophelia as 
running up and down, 2 so Roderick says, 

" But Lucibella like a chased hind 
Flys through the thickets." 

Later on 3 Roderick and Mathias are again together, and 
are fearful lest she has killed herself, as she was last seen 
■climbing the cliffs. She enters in rich clothes ; they greet 
her ; and after a while she tells them in her mad fashion that 
she has discovered a cave where she found the rich clothes she 
wears and two bones which she produces. Then she leads 
the way toward the cave. 

" Come, go with me. I'll show you where he dwells, 
Or somebody ; I know not who it is ; 
Here look, look here ! here is a way goes down 
Down, down-a-down, hey down, down. 
I sung that song when Lodowick slept with me." * 

As they are going to the cave, they come upon Lorrique 
and Martha and, standing to one side, overhear Lorrique's 
false account of the burial of Otho. Lucibella, after some 
asides directed at the villains, comes forward and shows her 
fine clothes ; Martha recognizes them as Otho's ; and Lorrique 
is forced to confess that Otho was murdered and stowed away 

Lord, how d'y'e.— Well ? I thank God ! Why that's well ! 
And you my lord, and you, too ! — ne'er a one weep ? 
Must I shed all the tears? " 

Her method of addressing each in return may be compared with Ophelia's 
manner in F. P., IV, 7. Cf. also her talk with that of Isabella. S. T., 
IV, p. 94. 

JJ-.P., Ill, 11. 

2 F. P., IV, 6. Sqff., 1537-8. 3 Hoff., V, 1. 

* Cf. Hamlet, IV, 5, 170, and Qi, 1711, where Ophelia refers to this burden, 
■which seems to have been a familiar one. 
5 
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in the cave. Lucibella partially regains her sanity and assists 
in the final scene in which they entrap Hoffman at the cave. 

In the Lucibella scenes, then, we have a girl driven insane 
by grief, a situation found in the Spanish Tragedy and in the 
three versions of Hamlet. 1 In some of her mad talk, her 
running up and down, her snatches of songs, and in the 
attempts to make her situation pathetic, she is presented in 
much the same way as Ophelia must have been in the early 
Hamlet. Only in the familiar burden " down-a-down " is 
there a trace of verbal similarity with Ophelia. So much 
resemblance exists to the Ophelia of the German play and the 
first quarto, that there is nothing in Lucibella's part which can 
certainly be referred only to the final Hamlet. 2 The resem- 
blances only warrant us in saying that Chettle made use of a 
character and situation long used on the stage, and that he 
may have been led to do this by the popularity of Shakspere's 
first revision of the old Hamlet. 

There is further evidence, however, which somewhat modi- 
fies this conclusion. The points of difference between Luci- 
bella and Ophelia are as noticeable as the points of resem- 
blance. Lucibella does not commit suicide; she does not 
distribute flowers ; she does not sing songs unpleasant to 
modern taste. In these three respects, all important in a 
stage presentation, she differs from Ophelia. Still further 
her madness is made the instrument for some telling hits at 
the villain, hits which the audience, of course, appreciated ; 

1 For another instance of the mad girl in an earlier play, cf. Pandora in 
Act V of Lyly's The Woman in the Moon. She talks childishly and sings 
snatches. 

2 Neverthess, Delius says that Lucibella is a slavish copy of Ophelia. 
His error comes, I think, from his point of view, which the following quo- 
tation will sufficiently illustrate. " Die Frage, die allein hier zur Ent- 
scheidung kommen muss, wenn wir, wie H. B. L. thut, einmal von alien 
sonstigen Aehnlichkeiten zwischen Shakespeare's Hamlet und Chettle's 
Hoffman absehen wollen, kann nur die sein: Welcher Wahnsinn, der der 
Ophelia oder der der Lucibella, ist besser motivirt, mit feinerer psycho- 
logischer Berechnung von dem betr. Dichter herbeigefuhrt worden ? " 
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and it is also made the means for the discovery of the villain's 
iniquity. While Ophelia's madness has no connection with 
the main action, Lucibella's insanity directly leads to the 
denouement. 1 Dramatically this is a very important differ- 
ence, and there is no evidence that it is not due to Chettle's 
invention. In that case his treatment of the mad girl is, on 
the whole, original rather than imitative. So great is this 
original development that it leads one to suspect that in some 
of the many non-extant Elizabethan plays there may have 
been mad scenes which influenced Chettle's treatment of Luci- 
bella. 2 Such conjecture aside, we may assert that Chetlle 
owes comparatively little to Ophelia. When Shakspere came 
to give final form to Ophelia's madness, he had been preceded, 
according to our chronology, by Hoffman as well as the early 
Hamlet and the Spanish Tragedy. In any case Chettle's 
development of the type seems to have been original and cer- 
tainly has its own importance. 

In spite of the wide difference in plot, Hoffman has pre- 
sented many points of similarity in stage situations to the 

1 H. L. B. in his edition of Hoffman (quoted by Delius) thinks it hard to 
decide whether Ophelia or Lucibella was the original. " While the char- 
acter of Ophelia neither contributes to nor advances the progress of the 
tragedy and is entirely episodical, Lucibella, in her fit of madness, is made 
the unconscious instrument by which the denouement of the tragedy is 
promoted." 

2 The wide variation of his treatment from that of Lyly or Kyd or 
Shakspere suggests that such mad scenes were not uncommon. At all 
events the mad girl has had since then a notable career on the stage and 
in fiction ; and Chettle's lead has often been followed. For an example 
of the insane girl in situations very similar to those in Hoffman, see The 
Drunkard, or The Fallen Saved. Boston, 1847. This play was first pro- 
duced at the Boston Museum, February 12, 1844; and is still sometimes 
acted in this country. The mad girl, Agnes, like Lucibella, taunts the 
villain, Cribbs (Act I, sc. 3), and later discloses his villany (V, 1) and 
brings about the happy ending. She also sings and talks childishly. The 
author especially disclaims any originality for Agnes or Cribbs ; and it is 
my impression that situations closely paralleling those of Lucibella are 
still rather common in melodrama. For a somewhat similar use of a mad 
girl in modern fiction, compare Matilde in Mr. Gilbert Parker's the Seals 
of the Mighty. 
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other revenge plays. Of the characters, Lucibella has been 
sufficiently discussed. Lorrique is the conventional assistant 
villain and like Pedringano supplies considerable grim humor ; 
Martha fills a place like Maria in Antonio's Revenge; the 
other minor characters are not noteworthy. Hoffman is quite 
different from the avengers of the other tragedies. He is 
oppressed neither by thought nor want of resolution and he 
is not driven to madness. He resembles Hieronimo, Hamlet, 
and Antonio only in his use of stratagem and irony. In these 
respects he is more like the villains, Lorenzo and Piero, than 
the heroes, and much more like Iago than Hamlet. His love 
for Martha interferes with his revenge, but apart from this he 
is ever tricky, unscrupulous, energetic, brave, and unrelenting 
— in short, an absolute stage villain. Like Piero and Iago 
again, he is always hypocritically assuming virtue and sym- 
pathy. An examination of some of these ironical assumptions 
will show that this kind of irony was crudely effective on the 
stage. 1 He bears little resemblance to Hamlet ; he is merely 
an effective stage villain with some of the ingenuity, if little 
of the vitality, of Iago. 

The style of the play is in no way notable. Many passages 
vaguely and a few distinctly suggest Shakspere, and a case 
could be made out, I think, for some imitation of other six- 
teenth century dramatists. There are the usual allusions to 
Seneca and Nemesis and Elysium, an abundance of full- 
mouthed declamations, and some passages of genuine tragic 
power. The style has considerable fluency and not a little 
grace and vigor, 2 but little of that ambitious imaginative 
effort which distinguishes the contributions of Jonson and 
Marston to the revenge tragedies. Chettle turns everything 

1 Note his speech to Otho whom he is about to murder (1, 1) and the 
speech in which he begs Ferdinand to pardon the people (III, 2) ; his 
sympathetic replies to Lucibella's taunts (IV, 1); and his approval of 
Mathias' determination to be Lucibella's guardian — " a virtuous and noble 
resolution." In III, 1, he declares, "There is villany, practice, and vil- 
lany ;" the villany being, of course, entirely of his own manufacture. 

2 See the dying speech of Lodowick, III, 1. 
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into blank verse with the ease of a clever Elizabethan ; he 
does not struggle with anything beyond his reach. 

As a whole, Hoffman adds further proof of the popularity 
of the " revenge for a lather " story on the stage. We have 
seen, too, that Chettle treated this story with a good deal of 
dramatic ingenuity. So far is it from being a copy of Shak- 
spere's Hamlet that it differs from that play more than any 
of the other tragedies we have to consider. The old Hamlet 
may have suggested the main plot and Lucibella's madness 
and some other situations ; many other situations, and indeed 
the main story, may likewise have been suggested by Anto- 
nio s Revenge or the Spanish Tragedy or some lost revenge 
play; or the subjects and situations may have been so much 
matters of theatrical convention that Chettle had no sense of 
direct borrowing. We have no reason to deny him originality 
in constructing his plot, in the development of situations, and 
particularly in the Lucibella scenes. Unlike Marston, Jon- 
son, and Shakspere, he made little effort to give the story 
either imaginative intensity or philosophical significance. He 
took the common theatrical motives and situations, added 
much and changed much, and constructed a good acting play, 
not without some grace of verse. A play that was still popu- 
lar thirty years later 1 must certainly have successfully met the 
stage demand; we must remember that Shakspere's Hamlet 
must have possessed qualities to satisfy the same demand. 

IX. The Atheist's Tragedy. 

The Atheist's Tragedy ; or, the Honest Man's Revenge, 2 
differs as much as Hoffman from the early revenge plays. 
Leaving the entire comic underplot out of consideration, the 
main story is as follows. 

1 See title-page of 1631 quarto, which states that it was acted with great 
applause at the Phcenix. 

2 The Mermaid Series. Wehster and Tourneur. Page references will 
be to this edition. 
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Charlemont, son of Montferrers, is encouraged by his uncle 
D'Amville to go to the war at Ostend and so is parted from 
his betrothed, Castabella. D'Amville proves to be a villain 
and an atheist ; he publishes through an accomplice a false 
report of Charlemont's death ; marries Castabella to his own 
sickly son ; manages to have himself made Montferrers' heir 
and then kills the old man. Later he attempts to ravish 
Castabella. The ghost of Montferrers appears to Charlemont, 
reveals the murder, commands him to return to England, but 
bids him leave revenge to heaven. Charlemont upon meet- 
ing the villain loses control of himself and fights with the 
villain's son. He is consequently imprisoned by D'Amville, 
and after his escape is assaulted by the accomplice Borachio, 
whom he kills. He and Castabella are charged with the 
murder, convicted, and are about to be executed. They sub- 
mit with joy, desiring death. Meanwhile one of D'Amville's 
sons has died and the other has been killed in a duel ; conse- 
quently D'Amville begins to lose faith in his atheistic creed 
and is finally driven distracted. He takes the bodies of his 
sons to the place of execution and raves and cries for judg- 
ment. Finally he ascends the scaffold, displaces the execu- 
tioner, and seizes the axe in order to kill Charlemont, but in 
lifting it he strikes out his own brain. Convinced by this 
exhibition of God's revenge that his atheism is at fault, he 
confesses his guilt. Charlemont is freed and declares : 

" Only to Heaven I attribute the work, 
Whose gracious motives made me still forbear 
To be mine own revenger. Now I see 
That patience is the honest man's revenge." 1 

The play has for its basis, then, the old "revenge for a 
father " story and some of the old accompaniments, such as a 
ghost and a graveyard. The five old motives appear, but 
changed and accompanied by new elements. (I) The revenge 
is for a father murdered by an uncle as in Hamlet, and is 

*A. T.,V,2. 
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directed by a ghost. The revenge, however, is left to provi- 
dence. (II) The revenging son not only hesitates, but after 
a little irresolution overcomes his inclinations to revenge and 
resignedly awaits the judgment of Heaven. (Ill) Insanity 
appears only in the distraction of the villain, owing to the 
inflictions sent by a revenging providence. (IV) Intrigue is 
confined to the villain, but occupies a very prominent part in 
the play. (V) There is the usual accumulation of murders 
and one suicide; seven of the dramatis personae dying on 
the stage. (VI) The situation of the hero is contrasted with 
that of the villain, who experiences grief at the loss of his 
sons and tries to revenge himself on the innocent. (VII) 
The lustful passion of D'Amville for Castabella introduces 
an element only slightly developed in Samlet and Antonio's 
Revenge. Here it receives as great a prominence as in Hoff- 
man. Further, we may note that, as in Hoffman, the villain 
takes the chief place in the play, although here he is the 
object not the agent of revenge ; and that the development 
of the idea of a revenge carried on by providence, which 
seems to have been original with Tourneur, causes an entire 
change in the character of the leading motive. 

This change in the revenge motive is manifest in the 
soliloquies and other reflective passages. The discourses of 
D'Amville, indeed, constitute a sermon on providence, begin- 
ning with his avowal of an atheistic fatalism 1 and progress- 
ing through his terrified speech on the death's head 2 and his 
reflections on the power of gold and human wisdom 3 to his 
final death speech * in which he confesses the power of God 
over nature. Charlemont supplies three soliloquies : one at 

1 I, 2, p. 250-251 (Mermaid ed.). 

"We have obtained it — ominous! in what ?" etc 
8 IV, 3, p. 314-315. 

" Why dost thou stare upon me ? Thou art not — " 
3 V, 1, 323 seq. 

" Cease that harsh music. We are not pleased with it." 
*V, 2, p. 336. 

" There was the strength of natural understanding." 
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his father's grave ; * one in the prison, where he moralizes on 
" our punishments " and " the sacred justice of my God " ; 
and the third in the churchyard, where he reflects on the 
sweet rest that death brings : 

" Since to be lower than 
A worm is to be higher than a king." 2 

Even Levidulcia, a woman whose character appears contempt- 
ible throughout, resolves to die in twenty-six lines of moral- 
izing. Thus there appears plenty of rhetorical philosophizing 
here as in other revenge plays ; moreover, in this case, all the 
reflective passages and soliloquies unite in a fairly well con- 
nected argument which points to the moral of the action, the 
omnipotence of God's providence. This kind of unity in the 
meditative element is new and shows a deliberate attempt to 
embody a philosophical conception in a revenge tragedy. 

The scenes which most resemble those in other revenge 
plays are the ghost and graveyard scenes. The ghost of 
Montferrers first appears to Charlemont. 3 It is one o'clock 
instead of twelve, as usual ; the night is very dark ; there is 
thunder and lightning; 4 while on watch with a fellow soldier, 
Charlemont is strangely overcome with sleep. 5 The ghost 
appears, commands him to return to England, 

" But leave revenge unto the King of kings." 

Charlemont wakes, but half persuades himself that the appa- 
rition was an idle dream. 6 The soldier declares that he saw 
nothing ; then the ghost re-enters, the soldier shoots a bullet 
through him without effect, and Charlemont is convinced of 
the ghost's genuineness. Later, when Charlemont forgets the 

l ni, l,p. 292. 

" Of all men's griefs must mine be singular ? " 
2 IV, 3, p. 307, 308. 

" How fit a place for contemplation is this dead of night." 
3 A. T., II, 6. 

* See fib/., 1, 1. F. P., Ill, 6. 6 See Hoff., IV, 2. 

6 His speech, II, 6, p. 286, recalls some of Hamlet's meditations. 
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injunction of patience 1 and fights with Sebastian, the ghost 
appears again and commands him to leave revenge to God. 
Once more, after D'Amville has fallen asleep over his gold, 2 
the ghost appears and contradicts the atheist's boasting. 

Tourneur's ghost, then, is no fierce, revengeful stalker like 
Marston's, and he shows far more Christian morality than 
Shakspere's. He is a messenger of Providence if not a 
prophet of God : and if he is also funny, it is only because 
Tourneur intended him so seriously. In his appearance to 
his son at night on the watch and in his second appearance 
to check his son's purposeless rage, he is like the ghost in 
Hamlet. Apart from his views on revenge, he was, no doubt, 
a good, ordinary, conventional stage ghost. 

The churchyard scene is of a sort that hardly permits 
description. Three couples wander into the churchyard for 
very different purposes : Charlemont and Borachio, D'Am- 
ville and Castabella, Snuffe, the puritan, and Soquette. The 
two latter furnish the comic element, which culminates when 
the puritan mistakes Borachio's dead body for Soquette. 
There is also tragic action enough among the graves. Charle- 
mont kills Borachio ; and disguised as a ghost, rescues Casta- 
bella from D'Amville. More important for our purpose are 
the soliloquies of Charlemont and D'Amville. Like Hamlet, 
Charlemont reflects that death will bring us all to an equality, 
but, unlike Hamlet, he hails death as a sure and welcome 
rest. 3 D'Amville, terrified by the supposed ghost of Mont- 
ferrers, finds, like Hamlet, a cause for reflection in a death's 
head. 4 Skulls play a different part from that in Hamlet, but 
one no less prominent. In entering the charnel house, Charle- 

1 A. T., Ill, 2. s A. T., V, 1. 3 IV, 3. 

*IV, 3, p. 314. 

" Why dost thou stare upon me ? Thou art not 

The soul of him I murdered. What hast thoa 

To do to vex my conscience ? Sure thou wert 

The head of a most dogged usurer, 

Th' art so uncharitable ..." etc. 
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mont takes hold of a death's head ; it slips and he stumbles ; 
and later Charlemont and Castabella, with heavy souls, lie 
down to rest, each with a death's head for a pillow. A 
churchyard scene with an accompaniment of skulls must 
have been familiar on the stage in the first quarto Hamlet, 
if not in the original play, and possibly in other revenge 
plays 1 as well. Tourneur's development is at least original. 

The intrigue scenes need little consideration in detail ; the 
skilful nature of his machinations is set forth sufficiently in 
D'Amville's talk with Borachio. 2 The intrigue is of the same 
general sort as in the early plays, but, as in Hoffman, it shows 
considerable stage development beyond the crude tricks of the 
Spanish Tragedy and the old Hamlet. 

The remaining incidents of the stage performance which 
show resemblances to the other revenge plays are not very 
numerous, nor do the resemblances often extend beyond the 
mere situation to the handling. There are a wedding banquet 
scene 3 as in Antonio's Revenge, watch scenes, 4 as in the Span- 
ish Tragedy and Hoffman, three sword fights, 5 as in Jeronimo, 
Hamlet, and Hoffman, and a suicide, 6 as in Hamlet and the 
Spanish Tragedy. Castabella 7 mourns at her lover's grave 
as does Lucibella in Hoffman, 8 and there is a parting scene 9 as 
in Jeronimo and Hamlet. More trivial likenesses appear in 
the clock striking twelve, 10 the thunder and lightning, 11 the 
scaffolds, 12 and the death's heads. 13 

This soliloquy of D'Amville's is at least boldly imaginative ; for example : 
" The trembling motion of an aspen leaf 
Would make me, like the shadow of that leaf, 
Lie shaking under 't." 

I The churchyard scene in Antonio's Revenge, III, 1, offers some resem- 
blances. *A. T., II, 4, p. 278 seq. 

' A. T., II, 1. A. i?.,V, 1. See also wedding celebration at end of 
Spanish Trugedy and banquet scenes in Hamlet. 
1 A.T.,IV, 3, and IV, 5. 5 A. T., I V, 2 ; IV, 3 ; and IV, 5. 

e A. T., IV, 5. '4. T., 111,1. 

8 Soff., IV, 1 . 9 A. T., 1, 2. Jer., 1, 2. Ham., 1, 3. 

W A. T., IV, 3. 

II In II, 4, p. 279, as well as on appearance of ghost, II, 6. 
U A T., V, 2. 13 A. T.,IV, 3. 
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Of the characters, the most noticeable is the villain, whose 
intellectual self-sufficiency and outspoken revolt against God 
give him a distinction which his greed for gold and conven- 
tional employment of trickery do not altogether destroy. His 
hypocrisy is of the most accomplished character, and his ob- 
servations contain a good deal of fatalism. His accomplice, 
Borachio, is of the usual type. Snuffe is a savage attack on 
the puritans dragged into a revenge play, and like the rest 
of the people in the underplot, he is out of tune with the 
moral which the main action points. Sebastian is obviously 
one of the many successors of Shakspere's Mercutio — witty, 
profligate, and generous, — he dies with merely a " I ha't i' 
faith." The hero, Charlemont, from the altered conception 
of revenge, is reduced to a subordinate position. His dis- 
traction at his father's death and Castabella's marriage dis- 
appears in his submission to the will of God. Only for a 
moment, in the presence of the murderer, does he become 
furious like Antonio ; only in his marked tendency to medi- 
tation and his eagerness to die and be rid of life's burden, 
does he resemble Hieronimo and Hamlet. 

The style is very unequal. While distinguished by passages 
of magnificent imaginative power, it ordinarily fails to raise 
the horrors described to the point of impressive reality. Like 
Marston, Tourneur is fond of strange and violent figures and 
is constantly reaching beyond his grasp. 

As a whole, the Atheist's Tragedy may fairly be taken as 
further proof of the vogue of " revenge for a father " plays ; 
and the originality of its treatment of the subject only goes 
still farther to prove the extent of this vogue and the impres- 
sion which the theme made on poets of the time. In the 
accumulation of horrors, in the development of the villain's 
character, in the emphasis of new motives at the expense of 
revenge, and finally in the more elaborate handling of the 
intrigue, this play may be said to carry the general develop- 
ment of the tragedy of blood a step farther than Marston and 
Chettle had carried it, and a step nearer to Webster. On the 
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other hand, in its definite attempt to present an intellectual 
conception of moral grandeur, the play sometimes, more closely 
than any yet considered, approaches Hamlet. Tourneur seems 
to have written this tragedy when a young man, and he was 
struggling with conceptions quite beyond him. Artistically, 
the play is a bad failure. But in its abandonment of the 
brutal theory of revenge, in its definite moralizing, in the 
more certainly intellectual quality shown in its reflective 
passages, we may see how Tourneur sought to supply the old 
conventional revenge tragedy with moral significance. Here 
and there, indeed, in occasional finely imaginative passages, 
in the realization of certain mental aspects, 1 his conceptions 
become vital and suggestive, and one feels for a moment that 
the Atheist's Tragedy is, after all, not so far from Hamlet. 

X. The Final Hamlet. 

Before considering the final Hamlet, we may pause a mo- 
ment to determine what conclusions we have already reached 
and what problems remain before us. We have found that 
revenge tragedies appeared on the stage as early as 1588 and 
that for a few years after 1598 they were decidedly popular. 
During this latter period two old plays of the type were 
revised, the Spanish Tragedy by Jonson and Hamlet by Shak- 
spere, and other writers wrote new plays of the same general 
sort. Our discussion has shown that all these plays are of 
one fairly definite type and has enabled us to formulate the 
characteristics of this type. Shakspere, we have seen, neither 
invented the type, for Kyd must be credited with that ; nor 
did he set the fashion from 1599 on, for Marston almost cer- 
tainly preceded him ; nor was he the first to try to invest the 
old conventions with new imaginative vitality, for Marston's 

1 See Ty Amville's two speeches in the last scene, beginning 
" Whether it be thy art or nature, I 
Admire thee, Charlemont." 
And " There was the strength of natural understanding." 
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play is surely an ambitious effort to do that. The revenge 
tragedy would have had an origin, a revival, and an imagina- 
tive development without Shakspere. 

In the light of these facts some of the minor questions of 
chronology become unimportant. It makes little difference 
for our purpose whether Ben Jonson's Additions to the Span- 
ish Tragedy preceded or followed Shakspere's revisal of the 
old Hamlet; and so it makes little difference whether Hoffman 
and the Atheist's Tragedy were acted before or after the final 
Hamlet ; for although in our analysis we have sought to point 
out the elements in these plays common to the revenge type, 
these three plays are clearly independent and original develop- 
ments of that type. They do not imitate Shakspere's Hamlet, 
nor does Hamlet imitate them. At least, we have found no 
evidence of such imitation; we have found that all these 
authors were working with similar dramatic motives, similar 
material, and to some extent under similar artistic impulses. 
We are to ask to what extent these conditions appear in Ham- 
let ? how far was Shakspere doing these same things ? With 
such questions before us we only need to know that Jonson, 
Chettle, and Tourneur were writing revenge plays at about 
the time that Shakspere was writing Hamlet. 

In the same way the questions of Shakspere's exact indebt- 
edness to the old play, of the date of the first quarto, and of 
its relations to the early and final versions, also become ques- 
tions of minor importance. Answers to these questions have 
been necessary to give any definiteness and completeness to 
our discussion, but had they been left unanswered, our atti- 
tude toward the final Hamlet would not be essentially different. 
It is practically certain that Shakspere was indebted to the 
old play ; it is just as certain that he was using dramatic 
material and stage conventions which were common property. 
However much he kept from the old play, however much he 
added or altered, whenever he first began to revise it, how- 
ever gradual the revision may have been, the final Hamlet is 
undoubtedly to be judged as Shakspere's. Some of it may be 
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a survival of the old play ; some of it entirely new in situa- 
tion as well as phrasing ; most of it is certainly transformed 
by his genius; the whole is the Hamlet which Shakspere 
finally put upon the Elizabethan stage, a competitor of other 
revenge tragedies. 

It is this Samlet, certainly the successor of some of the 
revenge tragedies, the contemporary and rival of others, that 
we are to consider. Through the course of our investigation 
we have come to the final Hamlet on an entirely different 
aspect from the one with which we have been familiar from 
our earliest school-days. For our purpose we must still keep 
our attention abstracted from the familiar poem which has 
wrought itself into our imaginations, and must keep rigidly 
to the historical aspect. We must look upon Hamlet as a 
play which suited an Elizabethan audience, 1 the reconstruction 

x It is interesting to glance at the opinions held by Shakspere's contem- 
poraries about Hamlet. Allusions to Shakspere have been fortunately col- 
lected in Shakespeare's Centurie of Prayse (N. S. S., series iy, 2) and Fresh 
Allusions to Shakspere (N. 8. S., IV, 3). Fifteen allusions to Hamlet before 
1642 are noted in the first volume, and thirty additional allusions in the 
second; of these forty-five, twenty-one (G of P., pp. 73, 171, 185; F. A., 
pp. 12, 27, 31, 32, 33, 35, 36, 39, 53, 61, 99, 105, 112, 113, 116, 120, 130, 
151 (?) ) are verbal reminiscences, some of them very doubtful, some cer- 
tainly familiar phrases, all very slight. Taken together they may illus- 
trate the undoubted popularity of Hamlet, but they do not bear any definite 
testimony in regard to contemporary appreciation of the play. Three 
others (F. A., pp. 41, 85, 98*) are bits of Ophelia's songs, and one (F. A., 
p. 26) a similar bit of talk about rue and rosemary. Curiously the editors 
seem to have overlooked Hoffman, which would have furnished similar 
parallelisms ; we have already seen that Ophelia's songs and bits of mad 
talk cannot be surely credited to Shakspere's invention. Three other 
references (C. of P., p. 187, F. A., 11, 72), including the scene in the 
Atheist's Tragedy, are churchyard scenes: two (O. of P., pp. 67,79) are 
mere mentions of the play ; one (F. A., p. 80) is a quotation ; and one 
(F. A., p. 135), "A trout, hamlet with foure legs," is hard to explain. 

Thirteen allusions are left to supply us with evidence of the character 
of the contemporary estimate of the play. Of these, five (C of P., pp., 
66, 69, 72, 117, F. A., 29) are burlesques of passages in Hamlet; six (ft of 
P., pp. 66, 72, 135, 159, 160, F. A., p. 102) allude to the ghost, four in 
particular to the business in the cellar; three (C of P., 64, F. A., 52, 55) 
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of an old play that had been familiar to theatre-goers for fif- 
teen years. In order to get some understanding of Shakspere's 
methods we are to examine it in connection with other plays 
and in the light of what other men did with the revenge 
tragedy. We are to ask to what extent Hamlet belongs to the 
now familiar type, how far its origin and characteristics can 
be explained by the same conditions that explained the other 
plays. As we discussed the other dramatists, we are to dis- 
cuss Shakspere's development of the revenge tragedy; only 
we need not dwell overlong on the extent and nature of his 
transformation. Everyone knows how complete that was; 
we may therefore dwell on the less recognized features of his 
work, its relations to the work of his contemporaries. We 
have seen what the other dramatists were doing ; we are to 
ask, did Shakspere use the same material they were using? 
did he use it in the same way ? how far did he adopt the same 
conventions ? did he avail himself of their experience ? was 
he impelled by the same artistic impulses ? in short, to what 
extent was he doing what they were doing ? 

He retained the old plot almost without change. The plot 
of " revenge for a father," which had been familiar on the 
stage in the early Hamlet and with few important changes 
in Antonio's Revenge, received few alterations from the form 
already considered in the first quarto. Such alterations as 
were made will be discussed later ; but so far as the action 
goes, the spectators saw little that was new in the final 
Hamlet. 

allude to Hamlet's madness; and three (C. of P., 131, 160, F. A., 55) 
couple Hamlet with Hieronimo. In these allusions, Hamlet was looked 
upon as a popular ghost play, in which the dodging about of the ghost was 
especially noticeable ; as a play to be placed beside old Hieronimo ; and as 
a play whose popularity warranted a little pleasant burlesque. So far as 
Hamlet's character is touched upon at all, his salient features seem to have 
been his madness and furious action. 

The evidence of these few allusions is not very conclusive. They do, 
however, indicate that Hamlet was famous as a play dealing with revenge 
and a ghost, and they do not hint that it seemed to differ greatly from 
other revenge plays. There is no appreciation of its artistic significance. 
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The dramatic motives familiar in the other revenge plays 
reappear. The revenge motive is softened by the poetical 
character given the ghost and by the greater truth to life 
of the hero. The ghost does not shriek revenge, nor the hero 
rave as blatantly as in the days of Hieronimo and Antonio, 
but the ghost does excite to revenge as relentlessly as then, 
and the hero's end in life is still blood-vengeance. Revenge 
is still the dominant motive of the play, and it appears in a 
form much less altered from the old plays than in the new 
conception which Tourneur tried to express in the Atheist's 
Tragedy. 

The hesitation motive also reappears. As Hieronimo sought 
new proof and questioned fate and delayed ; as Antonio was 
lost in bewilderment, missed an opportunity for revenge, and 
wasted energy in a cruel murder; so Hamlet, overpowered 
with the burden of his task, struggles to its accomplishment 
through the same weaknesses and delays. Again, though in 
a different fashion, Hamlet's love, like Hoffman's, proves only 
an impediment. Again he is so burdened with doubt and irreso- 
lution, that as with Hieronimo and Charlemont, life becomes 
the thing with which he would most willingly part. The 
development in the subtlety and vitality of the characteriza- 
tion makes the hesitation immensely more real to life, but 
hardly adds a single new dramatic element to the motive as 
treated in the other revenge plays. 

Madness, real and feigned, appears again as in the Spanish 
Tragedy. Hieronimo pretended madness with many ironical 
jibes, Antonio chose the habit of a fool, and so Hamlet dis- 
simulates, is ironical, merry, and idle. Charlemont lost con- 
trol of himself when his betrothed seemed false and again in 
the presence of the murderer, and Hamlet loses himself in 
sore distraction in the terribly affecting scene with Ophelia 
and in his struggle with Laertes. As in old Hieronimo, real 
and assumed madness blend together in a state of mind which 
we puzzle our brains for words to express. Whether Hamlet 
was insane or not, is no question for our discussion ; the word 
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madness will stand for his mental state as well as another. 
Tremendously vital this madness surely is — far removed in 
point of artistic expression from that of the Spanish Tragedy — 
it affects us with lasting human suggestiveness. Yet even this 
vitalization of the old raving revenger is not characteristic of 
Shakspere alone, for it was the most prominent element in 
Jonson's additions to the Spanish Tragedy, where the insanity 
of Hieronimo often became so vividly human that we were 
directly reminded of Hamlet. The madness of Ophelia is 
also paralleled in the Spanish Tragedy and Hoffman as well 
as in the early Hamlet; and if Shakspere gave it a new pathos, 
he made no attempt as did Chettle to integrate the part of 
the mad girl with the plot. Like the other leading motives 
of the old play, madness was a popular theme both with the 
audiences and poets of the time ; and Shakspere adopted it. 

Intrigue remains, but is subdued by the greater prominence 
given to other motives. Shakspere did not enlarge the intrigue 
element after the fashion of Marston or Chettle or Tourneur. 
We like to fancy that he had little taste for that sort of 
business, but he seems to have retained all the intrigue there 
was in the old Hamlet. The king's trick of sending Hamlet 
to England, Hamlet's rejoinder to Rosencrantz and Guilden- 
stern, Hamlet's trick of the play, and the final intrigue of the 
king and Laertes, all come under this head. 

The slaughter element also reappears : Shakspere certainly 
did not see fit to alter the prevailing fashion in this respect. 
Blood flows as freely as in the other plays : Polonius, Guild- 
enstern, Rosencrantz and Ophelia disappear before the final 
scene, which carries off the rest of the principal actors. 

The minor motives are similar to those in other plays. 
The passion of the king for the queen, which gains reality 
through the characterization, is not given the extensive rep- 
resentation which similar guilty passions receive in Hoffman 
and the Atheist's Tragedy ; but it is given in the dumb show 
a presentation very similar to that which Piero's love for 
Maria receives in Antonio's Revenge. We have, too, the sub- 
6 
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ordinate situation contrasting with the main situation, the 
minor revenge motive contrasting with the main motive. In 
the Spanish Tragedy the painter and senex, mourning for their 
murdered sons, heightened Hieronimo's grief; in Antonio's 
Revenge Pandulpho's mourning is contrasted with Antonio's ; 
and so Laertes' situation is contrasted with Hamlet's. As the 
painter's grief maddens Hieronimo, so Laertes' grief maddens 
Hamlet. As in the Atheist's Tragedy the death of the vil- 
lain's sons is contrasted with the death of the hero's father, 
and as in Hoffman the vengeance of Mathias is contrasted 
with Hoffman's, so Laertes' losses and his revenge are con- 
trasted with Hamlet's. 

We may conclude that in building on an old story and 
reconstructing an old play, Shakspere used the old dramatic 
motives because they were still popular on the stage and 
because they stirred him as they did other poets to imagina- 
tive expression. He developed these motives without funda- 
mental change but with a power of expression and character- 
ization which they tried in vain to attain. 

We come next to the soliloquies and reflective element. 
In the first quarto two of the soliloquies appeared in mangled 
form, but the others here seem at least immensely developed 
from any form which the first quarto can represent, and the one 
after meeting Fortinbras' army is a total addition. The reflec- 
tive element throughout is greatly developed in the final play. 

Reflective passages and soliloquies have been abundant in 
most of the revenge tragedies. In the work of Marston, 
Jonson, and Tourneur, these were the parts of the plays which 
the dramatists apparently finished with greatest care. They 
tried to infuse the old type of tragedy with an intellectual 
suggestiveness ; they attempted to give artistic expression to 
meditations on life and death and fate and evil — in short, on 
the everlasting problems of philosophy. In the same way 
Hamlet is suffused with philosophical reflections. In the same 
way it became intellectually the most suggestive of Shakspere's 
plays. What he made of the soliloquies everyone knows ; a 
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close comparison of them with soliloquies in these other plays 
must suggest the conclusion that he has only succeeded in 
doing what the others had tried to do. 

Marston, to be sure, rarely got beyond a turgid rhetorical 
declamation, which is often ridiculously affected ; but we can 
hardly deny that the declamations of Shakspere's king, 1 great 
character though he be, are sometimes just as distinctly rhe- 
torical attempts. We may ask how far the Elizabethan taste 
for moralizing and reflective philosophy was verbal and how 
far psychologic, and in the end we must ask the same ques- 
tion in regard to Shakspere. His power is, possibly, in mas- 
tery of words even more than in profundity of thought. The 
41 to be or not to be " soliloquy deals with no deeper or more 
subtle truths than the reflections of Andrugio ; its superiority 
is in the phrasing. And with all its perfection, one fancies 
that the finish is a little palpable. In that soliloquy and the 
reflections in the graveyard, one is often reminded that the 
master who in his youth with an astonishing verbal facility 
quibbled over the repartee of polite society, is now with the 
same verbal facility finding words for the mysterious facts of 
life. To say that Hamlet's reflections are to this extent rhe- 
torical, is not to deny that their expression required intellectual 
and imaginative activity of the highest degree. In admiring 
their verbal finish, we none the less recognize their profound 
intellectual suggestiveness and their imaginative power. Over 
them, perhaps, Shakspere exercised the greatest care; at all 
events they remain the most significant part of the play. 
Blood-revenge ceases to be the theme that rests in the mind, 
and one seems to feel all of life's mystery and tragedy. We 
may remember, however, that in dealing with the same story 
of revenge Tourneur tried to build up a philosophical argu- 
ment on the relation of God's providence to man. However 
trifling its argument may seem, certainly it bespeaks, quite 
as much as Shakspere's philosophy, a conscious intellectual 
conception. 

1 See Act I, sc. 2. 
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To compare anyone in any way with Shakspere is, at best, 
to provoke incredulity ; but take the lesser men at their best. 
Take old Andrugio in his lonely meditations on the marshes ; 
take stray passages which express momentarily the conception 
which Tourneur tried in vain to vitalize ; take the reflections 
which Ben Johnson put into the mouth of a stage-hero whom 
he elsewhere laughed at ; and we have convincing evidence 
that the reflective and moralizing vein of the revenge plays 
had already brought to its service both intellectual capacity 
and imaginative reach. The convention of reflective solilo- 
quizing was by no means lifeless when Shakspere breathed 
into it immortality. 

Coming now to the different scenes and situations, we find 
those of the first quarto for the most part retained. Since we 
have already considered them in detail and noted that they 
were in the main taken from the old play and that many 
were paralleled in other revenge plays, we need not examine 
them again. Among the most noticeable changes are : (1) 
the omission of the scene between the queen and Horatio, 
where she is distinctly a confederate of Hamlet, and the sub- 
stitution of the letter from Hamlet to Horatio ; (2) the shift 
to the third act of Hamlet's scene with Ophelia and his 
soliloquy ; (3) the enlargement of the scenes with Rosencrantz 
and Guildenstern to whom is given some of the ferreting out 
of the secret of Hamlet's madness, which in the first quarto 
is assigned to Ophelia ; (4) the addition of the insurrection of 
the people ; (5) the enlargement of the scene with Fortinbras 
and his army and the addition of the soliloquy. The first 
and third involve distinct changes in characterization, and the 
rest, dramatic improvement. Besides these noticeable differ- 
ences, there are many slight changes in the theatrical presen- 
tation. Such, for example, are the one which Mr. Wendell 
notices in the first scene 1 and the addition of the love-song 
in the scene with the grave-diggers: these we feel are the 
touches of a dramatic artist. More distinctly masterful is 

1 William Shakspere, p. 255. 
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the re-arrangement of the Ophelia scenes. There are other 
changes, however, such as the addition of some very idle talk 
between Hamlet and Ophelia before the play and the enlarge- 
ment of Polonius' discourse with her, which are the touches 
of an Elizabethan rather than of a great artist and which one 
would willingly assign to the early play. We must remem- 
ber, too, that Polonius' long euphuistic talk with Laertes and 
his instructions to his servant and Hamlet's famous speech on 
acting and the talk on theatrical abuses are matters essentially 
foreign to the general emotional effect of the play. These 
call attention again to the fact that Shakspere was an Eliza- 
bethan playwright. 

There can be no doubt that Shakspere vastly improved the 
old Hamlet as an acting stage play. By 1602-3 he excelled 
his contemporaries in making a good acting play almost as 
much as he did in creating character or writing blank verse. 
If we could trace his revision accurately we should doubtless 
find evidences not only of dramatic skill but also of theatrical 
ingenuity in handling the various situations ; but we should 
probably also find that his skill and ingenuity were exercised 
in improving situations that were old. An examination of the 
final Hamlet certainly does not alter the conclusions reached 
from an examination of the first quarto that Shakspere was 
working in response to theatrical necessities and within con- 
ventional limits. Poisoning, murders, suicide, insanity, and 
a ghost occur as in other revenge plays. The refusal of an 
opportunity to kill the villain, the songs and wild talk of the 
mad girl, the murder of an innocent intruder, scenes in a 
churchyard, banquets, reception of ambassadors, funerals, the 
appearance of the ghost to soldiers on the watch, the play 
within the play — all these had appeared in other plays as well 
as in the old Hamlet. In other plays, too, there were such 
minor conventionalities as the swearing on the sword hilt, the 
descriptive announcement of the death of the heroine, the 
carrying off of the bodies, the voice of the ghost in the cellar, 
the reading of a book, the midnight scene with the clock 
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striking, aiid the business of death-heads. We cannot tell 
how much Shakspere owed to the early Hamlet ; but what- 
ever he omitted, retained, or added, he was certainly using the 
same material that other dramatists were using. In recon- 
structing an old play he was guided in his selection of situ- 
ations as in his treatment of motives by contemporary revenge 
tragedies. 

The characterization far transcends that of the other plays. 
There is no comparison in individuality or human significance. 
The villains in the other plays are little more than pieces of 
stage furniture, but Claudius is a man with a complexity of 
nature which has attracted the study of centuries. Hieronimo 
and Antonio have long since ceased to have any reality or 
meaning, but Hamlet is immortal. Nevertheless the char- 
acters retain traces of the roughly drawn originals of the early 
play and resemblances to their companion types in contem- 
porary plays. Shakspere's consummate development of these 
types has a value out of all proportion to his indebtedness to 
them, but his indebtedness is none the less worth considera- 
tion. In adopting an old story he naturally borrowed certain 
types of character, but his obligation does not end there. His 
own observation and experience of life, his intuitive knowl- 
edge of human nature, were not his only guides in the treat- 
ment of these types. They had become familiar on the stage, 
they had been developed by other dramatists ; and Shakspere's 
creations are, no less truly than theirs, developments of the 
same types under the limitation of theatrical conventions and 
in the light of contemporary practice. It certainly will not 
lessen our understanding of Shakspere's methods if we examine 
some ways in which the personages of the other revenge plays 
directed and limited his transforming genius. 

Claudius is the representative of the villain type. Dra- 
matically he is still the source of all evil, but he is no longer 
preeminently a machinating devil. He has intellectual dig- 
nity where Piero, Hoffman, and D'Amville have only cun- 
ning. He is touched, too, by remorse though to a less extent 
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than D'Amville. Shakspere made him a real being but 
followed the outlines of the old type. In the king's intrigues 
against Hamlet, in his passion for the queen, and in his cun- 
ning use of Guildenstern, Rosencrantz, and Laertes, he pos- 
sesses the characteristics of the ordinary villain of the revenge 
plays. The accomplice appears in a more altered form. The 
type of character presented by Kyd and developed by Marston, 
Chettle, and Tourneur, and later so notably by Webster, seems 
to have found little favor from Shakspere. The lack of all 
plausible motives, the utter depravity, and the diabolical 
humor of Pedringano and Lorrique do not appear in Guild- 
enstern, Rosencrantz, and Laertes. Still these three do the 
work of the accomplice ; they are the tools of the chief vil- 
lain, and like all the other accomplices they are finally " hoist 
on their own petar." The faithful friend, the Horatio of the 
old Jeronimo and Feliche and Alberto of Antonio and Mellida, 
reappear in Horatio. The queen is considerably changed from 
the first quarto. There she is expressly declared innocent, 1 
and she joins Hamlet in his work of revenge. Here she 
becomes more real, especially in her passion for Claudius, but 
her part is very like that of Maria. Like Maria, she is a 
somewhat easy conquest for the villain, and arouses our inter- 
est chiefly by her love for her son and for Ophelia. The 
part of Ophelia, as we have noticed, seems to have had con- 
siderable in common with other mad women of the stage. 

Hamlet is not the Hamlet of the early play nor the Hamlet 
of the first quarto. An attempt to imagine the exact nature 
of Shakspere's development of the part would result in another 
of the many essays on the interpretation of the character — a 
task very different from our present one. We are to look for 
his resemblances to the other avengers. At the start we may 
remember that as far as dramatic situations and the plot go, 
Shakspere's Hamlet is the old Hamlet, and in these respects 

JQ,, 1.1532. 

Queen. " But as I have a soul I swear by heaven 

I never knew of this most horrid murder." 
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he is very much like the other heroes of the revenge plays. 
There are other resemblances not necessitated by the plot. 
Like Hieronimo and Antonio, he is a scholar and interested 
in philosophy ; and like Hieronimo again, he is fond of plays 
and players. Like Horatio 

"that died, ay, died a mirror in our days," 1 

and Feliche, " the very hope of Italy," 2 and the earlier Ham- 
let, " the only floure of Denmark," 3 Shakspere's Hamlet is : 

" The expectancy and rose of the fair state, 
The glass of fashion and the mould of form." * 

Even with all the development, of which these bits of 
phrasing are not insignificant examples, he still retains the 
leading characteristics of the earliest revenger. Like Hiero- 
nimo, he is given to questioning meditations ; he is constantly 
oppressed by the overburdening weight of his duty to revenge, 
and this drives him to the verge of madness; he employs 
craft, dissimulation, and pretended madness ; and, finally, in 
all this acting he is constantly ironical. After all, modern 
criticism has hardly found a new subtlety which might not 
be fairly considered a development of one of these traits. In 
Hamlet, however, they are so blended in the vital complexity 
of thought and feeling that we must resort to analysis to make 
plain their relation to the conventional traits of the revenging 
hero. 

Enough has, perhaps, been said in discussing the soliloquies 
to show how inseparable was this trait of meditation from the 
character of the revenging hero. Let us see how it was rep- 
resented on the stage. The hero enters, dressed in black, — 
gloomy, passionate. He reads a few lines from his book and 
then falls to meditating on his own evil days ; he turns to the 
sky above or the earth beneath and reflects on the ways of 
heaven or the mysteries of life. Or again he is wandering at 

1 S.T., II, p. 95. "A.M., 1,1. 

3 Qi, 1.669. 4 III, 1,160, 161. 
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dead of night in a graveyard, perhaps — or he enters, half-dis- 
tracted, dagger in hand. Heavy with the weariness of life, 
he would gladly face death, but he must first face the multi- 
tude of thoughts which death's image sends crowding to his 
mind. Shakspere must have had such scenes in mind when 
he was preparing the part of Hamlet to be acted by Burbadge 
at the Globe theatre. Such on the stage were the soliloquies 
of Hieronimo with their crudities and of Antonio with his 
rant and of Charlemont with his melancholy ; and such on the 
stage are the soliloquies of Hamlet with all their illimitable 
suggestiveness. Moreover, we have seen that in much the 
same way that Marston, Jonson, and Tourneur developed this 
meditative faculty beyond the crude ravings of Hieronimo, so 
Shakspere was developing it in Hamlet. As a trait of the 
character he was doing no new thing in making Hamlet 
" sicklied o're with the pale cast of thought." To have made 
a revenging hero without that trait, would have been an 
anomaly. 

Let us take the second trait, the consciousness of an over- 
burdening weight of duty, and first see how that is intro- 
duced. It is the dead stillness of night, the hero is on the 
watch or alone at his father's grave. The spirit of his father 
comes and tells a story that sends his mind whirling aimlessly 
through the infinities of thought. Bewildered, overwhelmed, 
he sees only the blackness of wrong, he feels only the presence 
of the duty commanded from the other world. He becomes 
frantic, raves, and vows revenge ; or he becomes helpless and 
laughs madly at himself. 1 Henceforth the burden of the 
revelation never leaves him for an instant. The picture of 
some such representation on the stage was in the mind of 
every author of a revenge play and governed his conception 
of the hero. 

Henceforth the duty of revenge and the overmastering sense 
of evil battle in his mind and drive him toward madness. 
Antonio is never distinctly insane, except possibly when he 

*At least, so Jonson's Hieronimo after discovering the murdered Horatio. 
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murders Julio ; Charlemont is only deeply melancholy ; Jon- 
son's Hieronimo alternates between wild distraction and gloomy 
sanity. In the first quarto Hamlet's madness is patent to the 
king and Ophelia from the beginning and is altogether more 
pronounced than in the final play. We have seen that Ben 
Jonson dealt chiefly with this madness in Hieronimo and 
gave it a new vitality. Similarly Shakspere's development of 
the madness of the old Hamlet is most pronounced. As in 
Marston and To urneur, distinct insanity disappears ; and as in 
Jonson, the distraction, melancholy — call it what you will — 
becomes a predominant trait and exceedingly vital. 

In discussing Hieronimo we called this second trait " an 
overburdening sense of his obligation to revenge," yet, if you 
will, there was something more than this in Kyd's conception. 
The obligation to revenge was after all the one thing which 
made life desirable, which kept Hieronimo sane and crafty j 
something of the overpowering passionate despair against fate 
is mingled as well in the grief and ravings of the old ranter. 
Something of this same wild feeling that everything is wrong 
is not wanting in Antonio and is distinct enough in Charle- 
mont's soliloquy in prison ; and Jonson gives vivid expres- 
sion to this fierce despair at all things human. This passion- 
ate sense of fate did not enter the revenger's character for the 
first time in Hamlet. This passionate sense of fate together 
with too much brooding on his wrongs drove Hieronimo to 
doubt and hesitation and Antonio to irresolution and delay. 
From these traits in his temperament, Charlemont found relief 
only in utter self-abasement ; and in Hamlet they resulted in 
a doubting irresolution already discussed as forming the basis 
of an essential motive of the revenge tragedy. Whether or 
not Shakspere was giving expression to his own mental agi- 
tation in his portrayal of Hamlet's irresolution ; he was cer- 
tainly guided to some extent by the plays of his predecessors 
and was treating of the same motives, themes, and traits of 
character which his contemporaries found interesting and 
which they strove to make dramatically impressive. 
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Craft, the third trait ascribed to Hieronimo, reappears in 
all of Hamlet's intercourse with Rosencrantz and Guildenstern 
and with Polonius and the king. It was the most marked 
trait of the Hamlet of Belleforest and very likely of the 
Hamlet of the early play. It also appears in Antonio's dis- 
guise as a fool and his eagerness for a stratagem, and it is 
developed to the last degree in Hoffman's villany. Hamlet, 
to be sure, is not represented as essentially crafty — neither 
were Hieronimo and Antonio — but that he took delight in 
the use of craft we have stated in his own words : 

" For 'tis the sport to have the enginer 
Hoist with his own petar : and't shall go hard 
But I will delve one yard below their mines, 
And blow them at the moon : O, 'tis most sweet 
When in one line two crafts directly meet." 1 

In Hieronimo we found this craft accompanied by irony. 
Hoffman, too, with all his lust for blood, plays the kindly, 
virtuous man with telling theatrical irony. Antonio in his 
fool's disguise and old Pandulpho in his talk with Piero and 
again in his laments at the burial of Feliche, exhibit some- 
thing of the same trait. In Jonson's hands, Hieronimo's 
irony is one of the characteristics especially developed. Even 
more than a bit of effective theatrical characterization, irony 
becomes at times a dominant factor in the hero's view of life. 
The world seems worth no more than a mock, and Hieronimo 
laughs madly at his own cruel situation. If Shakspere had 
made Hamlet without flashes of cynical wit he would have 
lost an opportunity for a well-recognized bit of stage-effect; 
if he had not made him constantly ironical, he would have 
neglected an opportunity of developing one of the old reveng- 
er's traits which Ben Jonson was endeavoring to make the 
most of. 

Thus far we have been discussing traits of character which 
modern critics have often emphasized in Hamlet, we must not 

1 III, 4, 205-210. Not in 1623 folio, nor in Q,. 
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forget some traits which in the refinement of modern criticism 
have been pushed into the background. Hamlet's repulse of 
Ophelia has seemed brutal and inexplicable except by the 
explanation that a portion of the scene had a telling comic 
effect on the Elizabethan stage. So his leaping into the 
grave and his ranting with Laertes seem brutal and archaic 
and explainable only by the nature of the old play which 
Shakspere was revising. Sarrazin has pointed out that with 
all of Shakspere's refinement of the old play he was careless 
in retaining some such incongruous details : perhaps even 
more scientifically, we may say that he was developing an 
old stage hero already conventionalized by succeeding imi- 
tators into a type. When, for example, Hamlet refuses to 
kill the king and when he is so unconcerned over the death 
of Polonius, he is distinctly like Antonio ; and though he is 
very unlike Hoffman and D'Amville, he has lapses when he 
talks as they talk. To see that he is by no means altogether 
removed from the ranting, half-mad, stage revenger, we have 
only to recall the words of the soliloquy which appears for 
the first time in the second quarto. 

" 'Tis now the very witching time of night, 
When churchyards yawn and hell itself breathes out 
Contagion to this world : now could I drink hot blood 
And do such bitter business as the day 
Would quake to look on." * 

Wild and ranting at times, crafty and dissimulating at 
others, cynical and ironical, given to melancholy meditation, 
hesitating in bewilderment, harassed by an overpowering sense 
of the unavoidable " whips and scorns of time " — so far as 
we can analyze the final Hamlet, we find his characteristics 
already used by contemporary dramatists in their efforts to 

1 III, 2, 405. Cf. The Atheists Tragedy, IV, 3. D'Amville in the midst 
of a midnight soliloquy says : 

" I could now commit 
A murder were it but to drink the fresh 
Warm blood of him I murdered. . . ." 
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depict a human being as the instrument of revenge. Shak- 
spere's Hamlet is final, not only in the sense that he is made 
for all time, but also in the sense that he is the complete and 
final representative of a type that grew up among peculiar 
stage conventions and was developed by poets of no mean 
imaginative power. The final Hamlet is the result of a 
growth which other men than Shakspere planted and which 
others fostered. 

Any analysis, however, leaves us short of the final Hamlet. 
The potency of Shakspere's phrasing and his intuitive knowl- 
edge of human nature have endowed the character with the 
eternal suggestiveness of the most complex human being. 
What the final Hamlet will be, we can hardly guess. Gener- 
ation after generation finds in him still more of truth and of 
tragedy. Studied in the light of the experience of a new 
nation or a new century, he seems to reveal new aspects and 
still to remain as unsearchable as before. Whatever was only 
of time or place has dropped away — and as the soul frees 
itself from the body, Hamlet has left the old stage type and 
risen into that ideal sphere where imagination and reflection 
dwell alone. Shakspere made the revenging hero an incar- 
nate expression of life's inexpressible tragedy. 

All this is merely to say that Hamlet — the character or the 
play — is a great work of art, one that each man will interpret 
according to his own thought and feeling. Primarily, how- 
ever, we are not now concerned with the Hamlet which lodges 
itself in each man's mind ; we are concerned with the Hamlet 
which William Shakspere wrote at about the time of the 
accession of James I and which was played in the Globe 
theatre in London. We have been trying to discover how 
Shakspere went about his work. 

We have been led to conclude that he worked in much the 
same way as his contemporaries. During the years 1601— 
1603 dramatists were turning from romantic comedy to real- 
istic or tragic themes; there was also a renewed popular 
interest in revenge plays. The old Spanish Tragedy and 
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Samlet had not lost their hold on the stage ; and a year or 
two before, Marston had made a success of a play following 
closely their model. This was played by the " little eyases " 
of Pauls ; Ben Jonson wrote additions to the Spanish Tragedy 
for the Fortune, and Shakspere undertook to revise Hamlet 
for the Globe. The plot, situations, types of character and 
leading motives were already familiar on the stage in several 
plays. Dramatic ingenuity was all that was required to make 
a new play out of the old material. Chettle succeeded in 
doing just this. Shakspere was content to retain much of the 
old material, but he also made a new play and one very 
much more effective on the stage than the old one had ever 
been. Perhaps in his first revision he tried to do little more 
than this, but his final version was directed by other aims. 
Marston, Jonson, and Tourneur had been endeavoring to give 
the old story of revenge a philosophical significance and a 
highly imaginative expression. Insanity, philosophical medi- 
tations, bewilderment under a burden of responsibility, an 
ironical temperament, a Christian conception of revenge, a 
passionate sense of fate — these were some of the themes sug- 
gested by the old plays, and they appealed strongly to the 
imaginations of other dramatists as well as Shakspere. Such 
themes stirred their artistic moods as well as his. They had 
dreams of revenge plays which they never produced, of a 
passionate expression of the unavailing strife against fate, in 
which they saw themselves surpassing Marlowe. They had 
glimpses of the possibilities which lay in the old revenger, 
and at moments they succeeded in realizing these. With a 
genius vastly greater than theirs, Shakspere set himself to 
their task. Naturally enough, he was in many ways limited 
and directed by their efforts. It was perfectly possible for 
him to change the plot completely, or to omit the ghost in the 
cellar, or to remove the blood-thirsty and intriguing elements 
from the part of Hamlet, or to give a more Christian inter- 
pretation to the revenge ; but in these and other matters he 
followed the practice of earlier plays. There was no dramatic 
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need of so many long soliloquies; the meditative avenger 
need not have been ironical ; insanity might have received 
less elaboration ; but in these respects Shakspere was again 
in agreement with his contemporaries. The themes which 
stirred their minds inspired him. 

In some such fashion as this it seems likely that Shakspere 
went to work on Hamlet. He may have been in the depths 
of personal suffering, or his intellect may have been perilously 
over-active, or the dark lady and his friend of the sonnets 
may have had something to do with the matter; we may 
adopt what theories we please concerning the subjective pro- 
cesses which entered into his creation of Hamlet, but must 
we not also admit that his selection and treatment of material 
were to a considerable extent directed by stage conditions and 
contemporary practice? 

The indebtedness of the play to these influences is so small 
in comparison with Shakspere's individual contribution that 
such a historical study as ours may appear still to need justi- 
fication. Surely, however, it may find enough in the expla- 
nation of puzzling incongruities in Shakspere's work by refer- 
ence to old conventions and stage conditions, or it may find 
enough in the light it throws on Shakspere's methods of work 
and the nature of his art. Or yet again a study of the cir- 
cumstances in which Hamlet was created may seem to some 
to help us to a better appreciation of its lasting significance. 
At all events, our investigation of the contemporary revenge 
plays in connection with Hamlet has brought us — as it seems 
to me — to three reasonable conclusions. 

First : an examination of the stage history and of the char- 
acteristics of the plays popular from 1568 to 1603, indicates 
that the final Hamlet owed its existence primarily to a marked 
stage fashion for revenge tragedies. 

Second : in responding to this stage demand Shakspere 
used a plot, motives, scenes, situations, and types and traits 
of character which not only in the main part belonged to the 
old Hamlet, but which were also for the most part familiar 
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in the other revenge plays. We may remember, too, in this 
connection that he followed the original type of revenge 
tragedy much more closely than his contemporaries, Chettle 
and Tourneur. 

Third : in the other revenge plays we have found attempts 
to deal with the same themes to which Shakspere gave final 
expression. The other men were in some degree struggling to 
express similar artistic moods and a similar range of thought 
and feeling. The artistic impulses which moved them seem 
also to have moved Shakspere. 

In order to make the last conclusion plausible, we have 
repeatedly emphasized the imaginative efforts of the other 
dramatists, just as, in order to make Shakspere's relations to 
them more patent, we have emphasized the respects in which 
he clearly followed them. If we have been fair in this effort 
to view the great man and the smaller men from the point 
of view of their contemporaries, we are safe in saying that 
Shakspere took the material which other men had used and 
were using, followed the fashion other men had set, developed 
the material in many respects as other men were developing 
it, strove to express what they were striving to express — 
and succeeded. He created an immortal work of art by his 
transcendent genius, but also in some considerable measure 
by availing himself of the experience of others and by doing 
the same things which other men were doing at the same 
time. 

Ashley H. Thoendike. 



